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Abstract 
The study and analysis of all eight cadenzas written by Ludwig van 
Beethoven for the first four of his piano concertos, r eveals, as much as 
can be gleaned from this evi dence, important information about 
Beethoven ' s approach to improvisation. This subject has long eluded 
investigation due to the paucity of musical and collateral evidence . 
The analyses of these cadenzas, seven of which are complete, reveal 
surprising information about the nature of the harmonic plan of the 
cadenzas, and the choice of thematic material in each section of the 
cadenza. They also uncover consistencies of pattern and compositional 
technique that clearly set these cadenzas apart from the late 
eighteenth-century norms, best exemplified by those of Mozart . 
- v -
Beethoven may have been prompted to commit these cadenzas to paper 
in 1809 by the fear of piracy, a fact he noted with increased attention, 
after his retirement from the concert stage 1n 1807. And by 1809 he had 
already begun study of Carl Philipp Emanuel Bach's Versuch and Daniel 
Gottlob Turk's Clavierschule in preparation for the anticipated 
education of the Archduke Rudolph. The keyboard fantasy, an important 
subject in the writings of both these theorists, had i ts own set of 
rules and compositional approaches. That Turk drew a connec t ion between 
the fantasy and the cadenza as similar compositional forms, coupled with 
the amount of detailed description of the fantasy in Bach ' s treatise, 
may have served as an inspiration and perhaps guideline for Beethoven ' s 
composition of both the Fantasy, op. 77, and the cadenzas in the same 
year. 
Certain stylistic characteristics predominate in the cadenzas: t he 
use of imitation at the outset; the greatest extent of fantasy- l ike free 
modulation in the first of the three formal sections; the development of 
the subsidiary theme in the second section, and the strikingly careful 
avoidance of a strong dominant prolongation before the ac t ual clos i ng 
dominant of the cadenza . The cadenzas show an increasing predilection 
to grow in the direction of compositional, rather than extemporizationa l 
planning, a tendency that reaches its zenith in the written-in cadenzas 
in the Fifth Piano Concerto, the Violin Concerto, and the unfinished 
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I originally intended to examine the cadenzas written into the 
scores of nineteenth century piano concertos. The wealth of information 
contained 1n the first leg of my odyssey - the cadenzas in the piano 
concertos of Beethoven - became a study 1n itself, without which, any 
study of the nineteenth century cadenza would be woefully inadequate . 
The underlying premise for the undertaking of an analyt i cal 
investigation of the cadenza must be the demystification of a subject 
that has generally been treated as abstruse. The cadenza as a writ t en-
down form of improvisation, affords us a window through which we can see 
elements of performance practice we assumed forever lost, and thus opens 
up issues of reconstruction of past practice previously considered 
closed. 
- X -
Chapter I - Introduction: The Beethoven Cadenza 
Historical Background 
The analytical investigation of the cadenza seems to me extremely 
pertinent to our understanding of an important aspect of Beethoven, 
prior to the onset of his deafness - that of the brilliant improvisor at 
the keyboard, whose reputation rested to a great extent on his ability 
to create music extemporaneously. Fortunately, two of Beethoven's 
greatest disciples have provided us with eyewitness accounts of the 
master's extemporizational skills at the keyboard. The first, Ferdinand 
Ries reported : 
"This last was certainly the most extraordinary [performance] 
any one was ever privileged to listen to, especially when he 
was in good humor or excited ••. the wealth of ideas which 
crowded in upon him, the moods to which he surrendered 
himself, the variety of treatment, the difficulties which 
offered themselves or were introduced by him were 
inexhaustible." 1 
The second important reporter, the pianist, prolific composer and 
theorist, Carl Czerny, conveys much about his teacher in his exercises 
for piano, theoretical works and writings . Unfortunately we can only 
glean little from his description of Beethoven's improvisation: 
1 Thayer/LIFE, p. 367-8 . 
- 1 -
"Beethoven's improvisations [with which he created the 
greatest sensation in the first years of his sojourn in Vienna 
and even caused Mozart to wonder] were of the most varied kind 
whether he was treating themes chosen by himself or set for 
him by others." 2 
While these and other brief verbal descriptions only begin to fill 
1n the lacuna that exists in our present-day knowledge of the lost art 
of improvisation , I believe that we possess valuable sources of 
information contained in written-out cadenzas and fantasies that have 
yet to be investigated. The Beethoven cadenzas themselves certainly 
2 
qualify as among the most important points of departure within the s tudy 
of nineteenth-century improvisation. 
Hess believes that Beethoven wrote out cadenzas to his p1ano 
concertos, including the cadenza for the piano version of the vio l in 
concerto 3 as well as his cadenza for Mozart 's D minor concerto, K. 466, 
in 1809 at the latest, due to the recently expanded range of t he 
keyboard. 4 Beethoven performed the first four concert9s himself: op . 19 
and op. 15 in 1798, op. 37 in 1803 and op. 58 in 1807. The Fifth 
Concerto, however, was performed in Leipzig by a little-known pianist 
named Friedrich Schneider in 1811, two years later than the date of 
composition. 5 No evidence survives to indicate that Beethoven himse lf 
performed the Fifth Concerto. 
2 Ibid., p. 368. 
3 In Tyson/OP. 61, p. 104-114, the author refers to op. 61 as a concerto 
with two solo parts rather than a piano concerto transcr i bed f or the 
violin. 
4 Hess / KADENZEN, preface, p . iii. 
5 Kin-Hal/THEMATISCH, p. 36 , 47,94,138 , 149. 
3 
The high level of technical difficulty exhibited in Beethoven's 
cadenzas argues that they were written for a technique greater than that 
of his pupils. This marks an important departure from the practice of 
Beethoven's predecessor Mozart, whom we now believe wrote out cadenzas 
to his concertos primarily for the use of his pupils.' We can probably 
assume that the cadenzas Mozart performed himself were more complex in 
scope and more technically difficult. As a matter of record we know 
that Beethoven ' s pupil Ferdinand Ries performed the C minor concerto 
(op. 37) in 1804. When he asked the composer to write him a cadenza 
Beethoven refused, telling Ries to write his own instead, which 
Beethoven would be willing to correct. 7 
It seems a reasonable hypothesis that, following Beethoven's 
retirement from the concert stage in 1807, the written-out versions of 
his cadenzas two years later represent a retrospective distillation of 
the composer's past performances in which he had freely extemporized his 
own cadenzas , so that some record of his improvisation would be left for 
posterity. It is probably no coincidence as well, that in the Fifth 
Concerto , written in the same year as the cadenzas, Beethoven 
incorporated the cadenza within the musical text of the concerto at the 
traditional six-four cadence in the first movement, while simultaneously 
infusing other sections of the first movement with the cadenza's 
improvisatory style. 
' Hess/KADENZEN, p. 111. 
7 Thayer/LIFE, p. 355. 
4 
I would suggest an ancillary rationale for Beethoven's committing 
the cadenzas to paper in 1809: the fear of piracy - the same concern 
that may have inspired his writing a set of early variations, (Wo040 and 
Wo041) ,• dedicated to Eleonore von Breuning 1n Bonn some thirteen years 
earlier. In a letter to her in 1794 Beethoven revealed: 
"I should never have written down this kind of piece had I not 
already noticed fairly often how some people in Vienna after 
hearing me extemporize of an evening would note down on the 
following day several pecularities of my style and palm them 
off with pride as their own. Well as I foresaw that their 
pieces would soon be published I resolved to forestall these 
people . But there was another reason. namely, my desire to 
embarrass those Viennese pianists , some of whom are my sworn 
enem1es. I wanted to revenge myself on them in this way 
because I knew beforehand that my variations would here and 
there be put before the said gentlemen and they would cut a 
sorry figure with them . "' 
I would further propose an unusual s i tuation in 1809 that led 
Beethoven to commit many extemporizational and fantasy-like i deas to 
paper: in the summer of the same year Beethoven had been confined to 
Vienna following Napoleon's siege, spending a great deal of time poring 
over theoretical treatises in preparation for his teaching Archduke 
Rudolph. 10 Two of the most inf l uential theoretical treatises of the 
eighteenth century were to be found amongst the works studied by 
Beethoven that summer: C. P. E. Bach's Versuch uber die wahre Art das 
Clavier zu spielen, vol. 2 , written in 1753, and Daniel Gottlob Turk's 
Clavierschule of 1789. 11 
• Kin-Hal/THEMATISCH , p. 484- 5. 
'Anderson/ LETTERS, P.14- 5. 
10 Thayer/LIFE, p. 467- 9. 
11 A complete list of many of theoretical works studied by Beethoven in 
the summer of 1809 can be found in Warren Kirkendale's study, on the 
5 
The practical and thorough approach taken by Bach and Turk towards 
actual performance practice distinguished them from their more 
theoretically oriented contemporaries. In fact , Turk ' s treatise had 
been influenced by Bach's seminal work written some forty years earlier. 
The codification of the rules of improvisation in Bach's treatise may 
probably be its greatest contribution to eighteenth- and nineteenth-
century composers and performers as well as scholars of past performance 
practice . I believe that both treatises may have contributed to 
Beethoven's approach to writing down improv isatory-style compositions 1n 
the latter half of 1809, among them the Fantasy, op. 77, the Fifth Piano 
Concerto, op. 73 and the cadenzas in question . The two linking elements 
seem obvious enough: first we can see that Turk establishes a connection 
between the cadenza and the fantasy in his School of Clavier Playing: 
" .. for the whole cadenza should be more like a fantasia which 
has been fashioned out of an abundance of feeling ra t her than 
a methodically constructed composition . . . " 12 . 
Then we see that C. P. E. Bach, in the seventh chapter of his treatise 
discusses the art of improvisation within the compositional form of the 
free-fantasia or fantasy. 
When analyzing the Beethoven cadenzas it would be worthwhile to 
keep 1n mind some of these selected quotations from C. P. E. Bach ' s 
chapter on the fantasia as the possibility exists that Beethoven may 
have used them as compositional guidelines for the construction of his 
written-out improvisations: 
fugue in the classical era, Kirkendale/ FUGUE, p . 206. 
12 Turk/SCHOOL, p. 300. 
6 
" •.. When the performer is allowed adequate time to have 
attention directed to his work, he may modulate to remoter 
keys. But formal closing cadences are not always required: 
they are employed at the end and once in the middle •... it is 
one of the beauties of improvisation to feign modulation to a 
new key through a formal cadence and then move off in another 
direction. This and other rational deceptions make a fantasia 
attractive; but they must not be excessively used, or natural 
relationships wil l become hopelessly buried beneath them" 13 
" ...• As a means of reaching the most distant keys , more 
quickly and with agreeable suddeness no chord is more 
convenient and fruit f ul than the seventh chord with a 
diminished seventh and fifth, for by inverting it and changing 
it enharmonically a great many chordal transformation can be 
attained." 14 
We will see subsequently 1n the analyses of the cadenzas the manner 
1n which Beethoven executes C. P. E. Bach ' s i deas ; foremost is the 
concept of "deception" which I have emphasized here, as I will refer to 
this term as it appears in many gu i ses within the mus ical rhet oric of 
Beethoven's cadenzas . 
The Editions 
The original cadenzas for the first four piano concertos were 
published by Breitkopf & Hartel in 1864, over a half-century s i nce t he ir 
probable comp osition i n 1809 15 which duplicates the Breitkopf and Har te l 
edition with only a few minor editorial emendat ions . In fact, more 
significant discrepancies exist between the au tograph and the first 
edition, some of which have been noted by Will i Hess in his facsimile 
edition, and others i ndicated here in the course of the d i scussi on of 
13 Bach/ ESSAYS, p. 434 
14 Ibid, p. 438 
15 Beethoven/ WERKE , Beethoven/CADENZEN . 
each cadenza . 
The Autograph Sources 
The autographs for the piano concertos cadenzas, of op. 15, op. 19 
and op . 58, may be found in the H. C. Bodmer Collection in the 
Beethovenhaus in Bonn, where they are listed as follows: 
Collection Bodmer Mh12, new Bonn Catalogue No. 523 
Collection Bodmer Mh13 , new Bonn Catalogue No. 525 
Collec t ion Bodmer Mh14 , new Bonn Catalogue No. 538 
The autograph for op. 37 now resides in Paris, where it may be 
catalogued as: 
Paris, Bibliotheque Nationale, Beethov en, Ms. 26 
The Scope of This Study 
7 
Seven cadenzas written for the first four piano will be ana l yzed in 
detail wi th additional comment regarding the specia l situations involved 
in the third cadenza for the Fourth Concerto as well as the wr i tten-out 
cadenza for the Fifth Concerto. The cadenza written for the piano 
version of op. 61 remains outside the sphere of this s t udy, because of 
its unique qualities: unl i ke 1 ' the concerto itself, which preserves t he 
individual character of piano and violin \,r i ting in each version, 
respectively, the piano cadenza for the first movement, written at a 
later date, adapts idiomatic string writing for the keyboard and thus 
represents a hybrid form of cadenza in a class by itse l f. Bee t h oven ' s 
1
' Tyson/OP. 61 , passim . 
8 
cadenza for Mozart's Piano Concerto K. 466, similarly falls outside the 
scope of this study because Mozart's concertos possess a different set 
of formal and stylistic issues than those contained in Beethoven's piano 
concertos. Thus discussion of Mozart's concerto would only obfuscate 
the main source of comparison in this study, namely the Beethoven 
concertos themselves. 
Methods of Analysis 
This study will focus upon two areas of primary concern: the first 
being the choice and nature of themes and their manipulation i n the 
cadenza, that is, thematic design, and the second equally important 
aspect of the cadenza's harmonic structure. The first of these 
interdependent factors will be examined through a scanning of the 
surface detail of the cadenza, for which charts have been provided for 
convenient reference listing the thematic materials from the concerto 
exposition. The second issue of harmonic structure will be discussed 
within the specialized language of Schenkerian, or linear analysis as 
interpreted by Felix Salzer in his well known work, Structural 
Hearing. 1 7 
One must bear in mind that linear analysis is an essentially 
synthetic approach, revealing the symbiosis of several parameters of 
musical information, among them harmonic structure, melodic cont0ur and 
structural weight, interaction of large-scale counterpoint and harmonic 
framework, as well as the complexity of inner-voice activity which 
frequently involves registral transfers. The harmonic implications 
17 Salzer/ STRUCTURAL, pass1m. 
9 
revealed by the basic structure comprise the ma1n focus of this 
analysis , although wherever relevant to the issues of the cadenza, other 
salient issues are raised in the graphs. To the gener a lly accepted norm 
of the three-tiered Schenkerian hiearchy of structural l evels, i.e. 
foreground,middleground, and background , I have added one preliminary 
stage referred to as the basic structure, representing the s i mplest 
contrapuntal underpinnings of the cadenza , followed by t he background 
level, where the next level of connective tissue may be seen. 
Although 1n each case analytical discussions proceed from the 
vantage po int of the basic structure and/o r the background perspective, 
I have initially distilled the results of my i nterpre t a t i on from the 
surface de t ail of the foreground perspective. In other words, my 
interpre t a tion of the bas ic st ruc t ure does not serve as an a priori 
mode l from which the successive levels of detail are justified . The 
point of depar t ure from the basi c harmoni c pillars to increasingly 
c omp lex, de t a iled strata can be especiall y effective when attempting to 
convey a great deal of compositional information to the reader, and 
ultimately, when explaining the organic unity of a particular cadenza. 
One may certainly question my use of anal ytical techniques 
normally associated with temporal processes observed in the creation of 
thoroughl y " c ompos ed music" in contrast with "extemporized music", which 
we usually consider to be l ack i ng in the usual logical and formulaic 
restraints govern i ng wri tten composition. As the wri tt en-out cadenza 1s 
a hydra-headed musical organi sm exhibiting characteristics of both 
composed and extemporaneous composition in the same manner as the 
10 
written keyboard fantasy, which theorists beginning with Turk 
recognized, I believe the results of such analyses can help to 
underscore the difficulty in unravelling the mystery of precisely where 
improvisation and composition meet within the special musical genius of 
Beethoven, where both factors seem intertwined so seamlessly. 
In his discussion of Haydn's fantasia from the st r ing quartet, op. 
76, no. 6, Salzer makes several important observations t hat contain 
significant implications for the study of Beethoven's and ultimately a ll 
the written-out cadenzas i n the nineteenth cen tury: 
"The assumpt ion of aimlessness or lack of struc ture leads to a 
complete misunderstandi ng of the term "f ree fantasia ". Tonal 
organization is always the goal, despite apparent 
improvisatory characteristics such as sudden changes of 
direction, rhythm, or key center, or the use of effects to 
create the impression that something is about to occur which 
then does not in fact take place . 
We must , however, distinguish between two types of 
fantasia , between the fantasia that is written out and the de 
facto improvisation. Here we touch on the enigmati c but 
nevertheless "real" phenomenon of the inner , mental process of 
composit i on, which could be called "the creative or 
composit i onal process. " We learn from letters and statements 
written by or attributed to various composers that they had 
the ability to compose a work mentally and then write it down , 
so to speak, from memory. Many ideas could be "stored" in a 
more or less worked-out form, often for long per iods of time. 
Thus much of what one calls composing is done in the mind of 
the composer, often prior to the act of writing . I believe 
that de facto improv isation could only have been the resul t of 
an incredibly rapid transmission of such an internal creative 
process to the executing hands, allowing, of course, for the 
possibil i ty that the composer could draw on his mental 
storehouse of musical ideas, with certain working-out 
procedures occurring to him while playing . Whi l e we will 
never know how much time is involved in the men t al process of 
composing any given piece, we can reasonably assume that the 
element of time plays a less crucial role in written-out 
improvi satory forms than in de facto improvisations. 
Nevertheless, I believe that the latter served as the model 
for written-out fantas i as that were designed to sound " as if 
improvised" and which, through their daring exploits i n tonal 
adventure, often went beyond the conventional practices of 
their time." 1 ' 
Indeed the realization that improvisation could somehow be 
11 
committed to writing with its own particular characteristics such as the 
factors mentioned above by Salzer, portends great significance not only 
for Beethoven's, or later nineteenth-century cadenzas, but indeed all 
music of the nineteenth century where elements originally nascent in the 
fantasy and cadenza such as caprice, deception , harmonic experimentation 
(among the others listed above), become abs orbed with i n the general 
rubric of compositional practice. 
C. P. E. Bach's opening remark 1n his chapter on the fantas i a is 
quite apt when considered 1n context of Beethoven ' s particular g i ft that 
we will see manifested in the written cadenzas : 
"It is quite possible for a musician t o have studied 
composition, with good success and to have turned his pen to 
fine ends without having any gift of improvisation. But on 
the other hand, a good future in composition can be assuredly 
predicted for anyone who can improvise, provided that he 
writes profusely and does not start too late."u 
11 Salzer/FANTASIA, p. 162-3. 
1
' Bach/ESSAYS, p. 430. 
Chapter II - Cadenza f or op. 19 
The so-called Second Pi ano Concerto 1s generally known to have been 
an earlier composition than the first. The confusion that results from 
the opus numbers that do not reflect accurate chronology can be 
attributed to Beethoven ' s ambivalence regarding op. 19 and his 
reluctance to publish it. Based on a l e tter to the pub li s h er 
Hoffmeister in 1801 we know that Beethoven ''hel d the finished work 1n 
disdain" , 20 having sold the concerto fo r half-price at 10 ducats because 
he did not consider it to be one of his best efforts . 21 In the same 
year, in a letter to Bre itkopf and Hartel, Beethoven again stated that 
"Hoffmeister i s publishi ng one of my first c oncert os (op . 19) which is 
not one of my best compositions". 22 
Beethoven's style changed so rapidly that he frequently derided 
compositions of an earlier period 1n h i s life. As the composer ga ined 
later perspective on these two early concertos he came to appreciate the 
v irtues of op. 15, yet op. 19 st il l remained less salvageable in the 
composer's eyes. His amb ivalence towards op. 19 can be detected as early 
as the concerto' s inception: He revised it stveral times within the 
20 Block/OP. 19 , p. 108. 
21 Anderson/LETTERS, p. 47-8 . 
22 Ibid., p. 52-4. 
- 12 -
eleven year period preceding its publishing date in 1801: 
13 
(all told, m 
1790, 1793, 1794-1795, 1798 and 1801) . This factor alone has been the 
object of detailed studies by Hans-Werner Kuthen, 23 and Geoffrey 
Block. 24 
Beethoven supplied only one cadenza for op. 19, lasting a 
relatively long 79 measures, which amounts to approximately one fifth of 
the first movement's 400 measures. The overall style reflects the 
mannerisms of middle-per i od Beethoven grafting a cadenza onto an early-
period piano concerto composed greatly under the influence of Mozart. 
Analytical Procedures 
Since op. 19 is the first of the cadenzas to be examined in this 
study, a brief explanat i on of procedure in the subsequent chapters would 
be in order. As stated 1n the introduction , the analyses will be 
focu•sed in two primary areas: the manipulation of thematic design, and 
details related to the harmonic structure. Since all the 1ssues to be 
raised in this particular cadenza fall into the type that can be most 
effectively covered in short musical examples , long-range graphs in the 
Schenkerian methodology will not be employed. 
The primary task to be fulfilled in the examination of thematic 
design must be the identification of the sources of materials from the 
concerto itself which are cited and/ or developed 1n the cadenza. For 
ease of reference a thematic chart indicating the order of every theme's 
appearance will be provided. Immediatedly below the thematic listings, 
23 Kuthen/CHRONOLOGIE , p. 263-92. 
24 Block/GENESIS, passim. 
14 
measure numbers will display the temporal appearances of the musical 
stretches of the cadenza where there are no thematic materials present. 
The abbreviation ~ represents the term extemporized. The upper-case 
Arabic numerals will represent first, second or third theme. The upper 
case letters will further subdivide subsidiary themes within larger 
groups, while lower-case letters delimited by semicol ons will s i gnify 
mo tivic fragments within the themes themselves that may appear s ingly, 
for example lA:aa, which means the first theme 1n the principal theme 
group, first phrase (as bracketed in the chart) . On the following page 
the musical examples will be displayed as they appear in the cadenza 
with corresponding measure numbers from their original appearance in t he 
exposition of the concerto. 
In the case of harmonic s t ructure graphs will appear for the basic 
structure, and in some cases, a further detailed background perspect ive 
dependent on the ex igenc i es of each particular cadenza. Expl ana tions of 
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Thematic Design: Cadenza Op . 19 
lA:aa 1A:bb 1C lA :aa E 
m. 1 25 27 45 77-79 
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Thematic Design 
The form of this 79-measure cadenza seems supris i ngly symmetrical : 
m. 1-24 develop theme IA in a three-voice fugato, m. 25-44 treat theme 
IC, and m. 45-79 return to IA. 
The formal scheme follows a late eighteenth-century practice of 
both thematic and harmonic usage: in the first instance, the subs i diary 
theme is a part of the first theme subgroup rather then the second theme 
i tself, a characteristic illustrated by Mozart cadenzas. In the second 
instance, the tonal areas of the toni c B-fl at , and the dominant , F, 
freely alternate within the body of the cadenza, also a common feat u re 
of Mozart's cadenzas, as we see for example in his cadenza forK. 456 : 
Ex . 1: Mozart's Cadenza f or his Piano Concer to, K. 456 
17 
The following bass graph outlines the harmonic structure here in op. 19: 
('1. l .:...o ~~ £l.t ~ - -o'i v ;ll b ctJ I J f J r J r6 Lf 
_.... v ..- J_ \ _L 1-_:..,.- -
This cadenza breaks with the traditional eighteenth-century cadenza 
1n several ways; its near 80-measure length dwarfs the average 
20-measure Mozart cadenza: (The average may even approach thirty 
measures, if one considers the added length of the frequently-
encountered fantasy-measures ) . The opening fugato is rarely to be found 
in the standard fantasy-like cadenza with the exception of Mozart's 
indulgence in his Rondo K. 494, 25 However the most seminal departure 
from earlier tradition does not occur until the final measures of the 
cadenza; instead of the penu~timate V resolving at the cadenza ' s 
conclusion into the tutti, the norm in most cadenzas, Beethoven attempts 
the unthinkable - he closes the harmonic progression on the tonic before 
25 Neu-Schact/K.494, p. 1-33. Perhaps the fugato in this rondo may have 
been a possible model for emulation here, considering the general 
Mozartian flavor of the entire concerto. 
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the return of the tutti in m. 73-79. If this were not sufficiently 
disturbing, he omits the second and equally fundamental characterisic of 
the cadenza as well - the concluding trill. It is interesting to note 
that this quintessentially Beethovenian experiment does not appear in 
his subsequent cadenzas, except for an allusion to the technique in op. 
37 and op. 15 no. 3, where the trill is placed early. 
The mid-section at m. 25 provides a brief respite from the turgid 
and momentous force of the fugato section . It develops theme IC, itself 




This brief lyrical statement develops from a derivati ve of the principal 
theme, and thus follows Mozartean practice. In subsequent cadenzas 
however, Beethoven reserves the lyrical section for the second theme 
group, initiating a departure from Mozart's practice of including only 
the principal theme in his cadenza ' s thematic vocabulary. We know, 
however, that Beethoven had been considering the inc l usion of the second 
theme, not only when writing the cadenza in 1809, but even within the 
last decade of the eighteenth century in the course of his several 
revisions of the B-flat concerto . 2 ' We see in his early abstract 
2
' Block/GENESIS, p. 78. 
sketches both in the Grasnick and Kafka sketchbooks small fragments of 
the second theme; perhaps they may have been intended for use in a 
cadenza: 2 7 





One can only surmise that Beethoven considered the lyrical second theme, 
incompatible with the highly dramatic force of the fugato procedure that 
he decided to use in 1809, because it possessed potential to hinder the 
dramatic flow between the outer two sections. Beethoven replaces the 
ebb and flow of the fantasy style which characterizes many of Mozart's 
cadenzas with a relentless drive initiated by the opening fugue and 
continued through the final cadence at the arrival of the tonic. 
27 Kerman/MISCELLANY, p. 47. 
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The opening fugue subject approxima tes the opening theme IA by 
revers ing the order of the third and fifth degrees in the original 
arpeggio: 
Yet the main source of thematic identificati on li es in the 
cha racteristic dotted rhythm of theme IA which bears the burden of the 
driving quality of the outer sections . 
In the followi ng example, arrows indicate t he entrances of the 
subject 1n this three- voice fugato in the bass, m. 1 , al to , m. 5, and 
soprano 1n m. 10: 
Ex. 3: Cadenza for op. 19 - Opening 
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The dominant answer at m. 5-6 in the alto outlines the F ma j or triad, 
without adjustment and thus constitutes a real answer, though t onal 
adjustments are made on the highest point in the melodic line after t he 
first gesture of the ascending triad in the answer -A-flat, in m. 6, as 
well as the the D-flat in the subject in m. 8: 
- h 
6 
These chromatic interpolations do not result from harmonic 
considerations in the same way as would a tonal answer, but rather are 
coloristic, adding a dissonant edge to the driving force of the sub j ect . 
The melodic alterations result in cross-relations between the lower 
major third and upper m1nor third of both tonic and dominant triads: 
b!"'·ll b .... 
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In m. 5 the answer enters on the l hird beat, rather than the first bea t 
of m. 6, thus avoiding a sense of predictability. The difference 
between the two entrances can be seen when comparing the two quarter-
note rests in m. 2, which are eliminated in m. 6, thereby narrowing the 
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gap between the conclusion of the subject and the commencement of the 
answer. The countersubject appears bracketed in example 1. It consis t s 
basically of a sequence of two distinctive melodic shapes: 
and 
The second figure, A-flat to F-sharp , the first two quarter-not es in m. 
7, form a wedge figure surrounding the resolution G from above and below 
with chromatic upper and lower neighbors: 
M. 14-19 consist of an episode in which the harmonic and 
contrapuntal direction is directed toward the dom i nant . The new shape 
of theme 1A 1n m. 13 and 15 ; stated sequentially in the bass on B-f l a t 
followed by C, forms a m1nor ninth, rather than the expe~ted tenth - it 
too outlines the expanded chromatic half-step: 
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Simultaneously, the countersubject develops in the upper voice 
against the subject in m. 14-16, while the alto voice presents the 
second gesture of the subject in a slightly varied form: 
On the last beat of m. 16, a new rhythmic figure appears ~n the 
left hand, eighth-note triplets, which intensifies the galloping forward 
momentum towards the dominant at m. 20. The alto and soprano vo i ces 
share the dotted figure of the subject as it drifts upwards in m. 17-18, 
and m. 18-19, creating a difficult syncopation between right and left 
hands that, if not carefully heeded, could easily lapse into right hand 
triplets as well. The harmonic rhythm quickens through the circle of 
fifths, which progress to C minor, the supertonic of B-flat: 
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In m. 20-21, the dominant pedal point is reached, the F broken 
octaves 1n the left hand supporting a sequence of diminished seventh 
chords arising through suspensions . In m. 22-23, the lA dotted rhythm 
emerges from the broken octaves in the bass the while the right hand in 
a mirror image, abandons the dotted rhythms in favor of quarter-notes. 
The texture has been th i ckened as well from the three voices of the 
fugue to four voices 1n m. 22-24, aiding 1n the intensification of the 
drive to the final dominant of the first section: 
L __  
Interestingly, the essent i al harmonic progression of this dominant 
prolongation; I, V of V, V, I, is identical with the harmonic 
underpinning implied by the fugue subject: 
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Before l eaving this first section, I wish to point out that there 
appears to be an underlying motivic feature present in the exposition 
that operates within the fugato section in tandem with the highly 
recognizable dotted rhythm form the principal theme. It is not a theme, 
but a gesture of deep significance - the ascending half-step. We see it 
first in the exposition where it appears as a surprise of Haydnesque 
character. In the motion from the supertonic C to D-flat, the flatted 
mediant, which is developed briefly as a derivative of theme 1C, m. 
38-43 in the exposition, and reappears on the pitches D, and E-flat 1n 
the development, m. 222- 225 : 
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The half - step permeates the fugato section in many ways, for instance, 
in the cross-rela tions in the answer A-A-flat, m. 5-6, and the second 
entrance ofthe subject , D-O-flat in m. 10- 11, the diminished third of 
the countersubject resolving a half-step above and below to the G in 
m. 7, the minor ninth compass of the principal theme in m. 13-16, as well 
as the chromatic descending motion within the passing harmonies hovering 
above the dominant pedal in m. 20-23 . 
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The second section, theme lC, which formerly had been presented 1n 
D-flat, (the flatted mediant ) in the exposition, now returns as if in a 
recapitulation to the tonic B-flat, beginning on m. 27 . The two-measure 
link between the dominant and the tonic, m. 25-26, is a subtle addition 
to theme lC in that it clarifies by juxtaposition the relationship 
between the consequent phrase lA:bb and theme lC: 
lA ~ b1 
'b s \ l . r 
1C 
r t f f fr I r 
After a four-measure phrase of theme lC, m. 27- 30, the 
developmental processes rapidly fragment the theme in t wo s t ages: 1n t he 
first, m. 31-35, the theme is stated in octaves in the parallel m1nor 
mode. The bass accompaniment accelerate from quarter-notes to 
sixteenth-notes. The first and third measures of the four - measure 
phrase (m . 27-30, ) are developed, but not the second and and fourth 
measures. Thus 1n m. 32 and 34, the first melodic phrase is repeated 
within the bass accompaniment figure. At m. 35, the second phrase from 
m. 33 is extended, though the right hand octaves have returned to their 
former state of unison melody , preparihg the way for the next process of 
thematic fragmentation. 
In the second stage of development in m. 36- 44, the melodic shape 
of the parallel minor version of theme 3C undergoes diminut i on from 
eighth-notes to sixteenth- notes: 
and, alteration by half-step, from the boundary of a perfect fifth t o 
that of a diminished fif t h: 
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This new truncated representat ion of the second theme then playful l y 
alternates between right and left hands , m. 36-38, before settling into 
a relentless repetition of the lA motive 1n the right hand, accompan i ed 
simultaneously by a m1rror image version 1n contrary mot ion in the left 
hand, m. 38-44. 
One senses the essential harmony of m. 40-44 to be a dominant 
prolongation, encompassing parallel diminished seventh chords as wel l 1n 
m. 41-42. In normal circumstances one would also expect a reso l ut ion to 
the tonic in m. 45 following the climactic scale passage in contrary 
motion, in m. 44, beginning on A in the right hand, and E-flat in the 
left, both notes belonging to the F dominant seventh chord. The 
surprising decepti ve arrival of E-flat, the subdominant at m. 45 was 
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prepared through a last-minute conversion of what should have been an A-
natural to an A-flat in the bass in the second half of m. 44. This 
alteration, coupled with the strong, third beat of B-flat 1n the right 
hand, and D in the left hand, convert a passing tonic to a V of IV: 
Ol tf ,..... 
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This unusual example of a dramatic forestalling of the dominant veers 
all the way to the subdominant. Few might be aware of it as one of many 
"rational deceptions" described by C. P. E. Bach in his treatise on the 
fantasia that we shall see in subsequent Beethoven cadenzas. To refresh 
the reader's memory, here is the brief relevant excerpt of the longer 
quotation that I had cited in the introductory chapter of this study: 
"It is one of the beauties of improvisation to feign a 
modulation to a new key through a formal cadence and then move 
off in a new direction. This and other rational deceptions 
make a fantasia attractive .•. " 21 
Despite the surprising entry of the subdominant in m. 45, we see 1n 
the third final section to this cadenza Beethoven the composer finally 
overcoming Beethoven the improvisor. The free-fantasia style never 
quite managed to assert itself in the first two sections, and certainly 
here in the final section, m. 45-53 the precision and symmetry , the 
28 Bach/ESSAY, p. 434. 
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compositional links between the first and third sections argue against a 
feigned improvisation. 
This third principal section compr1ses two lesser divisions: the 
first develops the principal theme on the subdominant, then through 
dramatic harmonic motion leads to the dominant , beginning at m. 54. The 
second section, m. 54-79, concerns itself with expansive pedal points on 
the dominant, m. 54-62, followed by the tonic, m. 63-69 . 
The first division comes at m. 45, the approximate midpoint of the 
cadenza. Within this brief eight-measure period, lies a compressed 
summary of the first nineteen measures of the cadenza which preceded the 
first dominant pedal point at m. 20 . 
For the first time, the shape of the l A arpeggio 1s presented 1n 
form we knew 1n the movement: 
Only the register of the last note is changed, transferred up an octave 
at m. 46 . This E- flat then becomes the pivotal point in an elision of 
the first and second phrases of the subject - now it begins on the first 
beat of the measure, rather that the fourth beat in m. 2 and 4 . In m. 
47 , the shape of the countersubject, beginning on the original pitch, 
dovetails with the second phrase of the subject from the preceding 
measure in the bass, while the same subject phrase beginning on E-flat 
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r e pea ts up a fourth harmonized by thirds in the right hand, 
simultaneously with the subject i n m. 47: 
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The long chain of circle-of-fifths in m. 50-53 expand the original 
sequence in m. 18-19 by doubling the phrase length, from two to four 
mea sures . In addition, the harmoni c rhythm of two harmonies-per-measure 
in m. 18-19 doubles to four harmoni es -per-meas ure in m. 50-53: 
The overwhelming number of tonal progres sions within the circle of 
fifths produc es the s ense of motion from one tona l domain to another, 
ye t a close examination of this reduction reveals the illusory nature of 
the modul a tions within thi s pas s age, the points of departure and 
a r riva l of which are the same - the s ubdominant . The actual harmonic 
progression on ly occurs at the juncture of m. 53-54 when the subdominant 
yiel ds to the penultima te dominant. 
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The chromatic upper-voice descent in this passage recalls, 1n an 
explicit manner , the half-step relationships implied in the musical 
fabric of the opening fugato section, as they had been stated within 
chromatic passing-note motion, though each note here remains consonant 
with its respective harmonic root. 
In the second division of the final section m. 55-79, the closing 
cadential sections incorporate the half-step in yet another context -
the chromatic upper neighbor - G-flat, above the bass no te F 1n m. 54, 
and the chromatic lower neighbor as it embel lishe s the root, third and 
fifth of the harmonies prolonged 1n m. 55-68. The following diagram 
reduces these cadential suspensions, above the dominan t pedal , in m. 
54-60, and the tonic, m. 61-76 to their essence: 
The final cadential elaborations in m. 69- 76 present the final 
manifestation of the half-step relationships within the bass sixteenth-
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notes alternating the tonic B-flat and its lower neighbor A in what 
appears to be Beethoven's substitute for the traditional trill 1n the 
upper voice that is conspicuously absent in this cadenza. Most 
importantly we can see a parallelism between this closing cadential 
section and the opening measures that binds the cadenza in an organic 
fashion; if the reader can recall, the two-measure circle of fifths 
pattern denoting the conclus i on of the f irst section , m. 18-19 
(immediately preceding the dominant pedal at m. 20-21) was expanded to a 
four-measure sequence of circle of fifths at the conclusion of the 
middle section, m. 50-53. Now the final section is tied into the first 
section, the parallelism this time consisting of the pedal-points 
themselves, rather than the circle of fifths that connected the first 
and middle sections. Specifically , the two-measures of dominant pedal-
point supporting suspensions above a sixteenth-note octave ostinato in 
m. 20-21 ( concluding the first section) quadruples to an e i ght-measure 
sequence, m. 69-78, above the tonic pedal, the main difference lying in 
the bass, where lower neighbor-note motion in sixteenth-notes replace 
the original bass octaves. We also see similarities in the progr ess 1on 
of diminished-seventh chords as they prolong the domi nant. They are 
extended further in m. 69-73: 
34 
Ex. 4 : Op. 19 Cadenz a - Final Pedal Point 
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Conclusion 
When viewed as a whole, the cadenza for the first of Beethoven's 
piano concertos can be understood as an interesting amalgam of old and 
new . One still sees the predominance of the principal theme as well as 
the tonic-dominant axis which prevailed in in the cadenzas of Mozart and 
C. P. E. Bach, among many others; but t h e expanded length, omission of 
the final trill as well as the conclusion on the tonic, show Beethoven 
1n search of new possibilities for a form that until the beginning of 
35 
the nineteenth century possessed strongly entrenched conventions . The 
choice of a fugato opening inevitably resulted in an approach evoking 
more of a pre-composed than improvisational flavor. This is especially 
evident in the wealth of corresponding relationships between the outer 
sections of the cadenza . Equally striking is the predominance of the 
half-step gesture, as it permeates diverse parameters throughout the 
cadenza, imbuing it with a worked-out compositional, ra t her than 
improvisational character. By 1809 Beethoven had great experience with 
this technique, for the year of the creation of op . 19's cadenza also 
saw the publication of the fifth and sixth symphonies as well as the 
composition of the F-sharp and G major piano sonatas, op . 78 and 79 , 
respectively. Several years earlier, in 1806 , Beethoven composed two of 
the best-known works of his middle period, the Piano Sonata op. 57 and 
the String Quartet , op. 59 no. 2, both consummate l y infused wi th a half-
step motive. 
That the compositional quality of the cadenza t o op. 19 is for the 
most part eschewed i n the subsequent written cadenzas in favor of 
simulated improvisation , with the return of the concluding trill and 
cadential dominant, leads me to believe tha t there may be extenuating 
factors allied with the concerto i tself that might have i nspired 
Beethoven's approach to op. 19. In the first place , Beethoven was no t 
enthralled with this concerto. One of the first movement's greatest 
weaknesses, a terse six-measure concluding tutti, could easily have been 
overwhelmed by any long cadenza. It seems that in hindsight, having 
already written all the cadenzas including the fifth concerto in late 
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1809 , Beethoven may have incorporated elements from the orchestral coda 
into the cadenza itself. The tonic pedal seems to be primary evidence 
of this process, for it is an important dramatic device in the coda to 
op . 37 , ( see chapter IV) and it takes a significant amount of musical 
space here in op . 19, m. 61-69. 
The absence of the concluding trill, and the establishment of the 
tonic in the last nineteen measures of the cadenza , approximately one 
quarter its entire length , in effect, obscur i ng the conv entional, 
clearly discernable division between cadenza and coda in an at t empt to 
apply a musical "face-lift" to an older vest i ge of concerto-writing that 
Beethoven wished to update through the cadenza. 
Whether the resulting contrast in style between cadenza and 
concerto is too great to make a satisfactory esthetic whole, is a 
verdict incumbent upon each individual performer to make when weighing 
the pros and cons of using Beethoven's solut i on to his own concerto . I 
must frankly confess ambivalence not only towards this particular 
cadenza , but the concerto as a whole. On one hand, the stylistic 
incongruity between concer t o and cadenza can be viewed as a deterring 
factor from using this cadenza; yet, in setting such high cr i ter i a of 
stylistic un i ty, (a twentieth, rather than nineteenth century concern), 
one should i n fairness , concede to Beethoven greater consistency 1n 
styfe than any alternat i ve cadenza written by a later composer . Certain 
of the experimental aspects of the cadenza to op . 19 (as I di scussed i n 
this chapter) are so rare among Beethoven's own cadenzas as to be of 
special interest i n performance. To recapitulate , the composed, rather 
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than the extemporized quality as evidenced in the opening fugato 
section, the parallelisms between outer sections, the absence of the 
concluding trill in tandem with a concluding tonic 1n the place of the 
customary dominant, all combined, lend an exciting touch to an otherwise 
pedestrian concerto. While alternative cadenzas supplied by later 
nineteenth and twentieth century composers may prove equally exciting, 
we are still fortunate to experience this i nvaluable p iece of musica l 
evidence, providing us with Beethoven ' s own retrospective musical 
commentary upon a work of his youth. Or in the words of Deni s Matthews: 
"to hear late middle-period Beethoven discussing early Bee t hoven [in the 
op . 19 cadenza], is too good a piece of musical history to miss ". 2 ' 
2 ' Matthews/CADENZA, p. 1206. 
Chapter III - Cadenzas for op. 15 Nos. 1, 2, and 3 
The three cadenzas written for op. 15 provide us with an 
illuminating view of Beethoven ' s creative process and the genesis of his 
compositional choices in the cadenzas. In contrast to the wide 
stylistic chasm that separated the op. 19 cadenza from its concerto, 
written some fifteen years earlier, all three of these cadenzas betray a 
palpable effort on Beethoven's behalf towards de-emphasizing the 
stylistic changes that had occurred within a decade from op. 15 ' s 
composition (1795) and revision, (1800) to the writing down of these 
cadenzas. The use of harmonic vocabulary and dissonance remains fairly 
consistent with the C major concerto. The composer exploits the 
advances in piano technology through the beginning of the nineteenth 
century. 
The first cadenza, comprising sixty measures unfortunately comes 
down to us incomplete. Two scenar1os might explain this situation: 
either the remainder of the music itself was lost or destroyed, or for 
reasons not immediately known to us, Beethoven may have decided to 
discard this first cadenza. 
Willi Hess holds the former view; as editor of the facsimile 
edition of the Beethoven cadenzas, he writes: 
''As the Autograph ends at the bottom of fol. 2V, it may be 
assumed that the Cadenza had been completed and the remainder 
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lost. For this reason, I feel that the description 
"Continuation Missing [fehlt]" is Breitkopf and Hartel 1s more 
to the point than the remark "Breaks off here" ( in the new 
Bonn Edition) . 30 
Ex. 1: Conclusi on of op. 15 no. 1 Cadenza 1n Autograph Facsimile 
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Sir Donald Tovey, whose commentaries on Mozart and Beethoven piano 
concertos have become widely known and respected, and Ezra Gardener 
Rust, whose dissertation on the Beethoven piano concertos was the fir s t 
of its kind to contain detailed analysis of the concertos hold the 
latter view: 
In his Essays in Musical Analysis, Tovey speculates: 
"Perhaps one reason why Beethoven abandoned his first cadenza 
was a feeling that once he began to pick up loose threads, 
there would be no end to the task, and that the course was to 
accept the pleasures that the Mozartian angel of all art forms 
allows to those who can really extemporize." 31 
Rust points out the deficiencies in the first two cadenzas and 
extends Tov ey's argument further, asserting that the third cadenza may 
have been the first of all three to meet with the composer's approval: 
"At any rate, Beethoven was apparently dissatisfied with the 
results [of the first two] because he wrote a third cadenza 
much longer than the first t wo in which all the ma t erials 
30 Hess / KADENZEN, preface to the cadenza for op. 15 no . 1. 
31 Tovey/ ESSAYS , p. 67 . 
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have room in which to develop before being displaced."l 2 
I concur with the second theory espoused by Tovey and Rust; yet in 
spite of their intuitive correctness, their reasoning appears def icient 
in detail. According to Tovey, Beethoven avoided the quagmire of 
develop ing too many ideas , or "loose threads" . Yet it seems to me that 
the initial problem is not the overabundance of disparate musical ideas, 
but rather, a question of the correct ordering and pasting together of, 
1n actuality, only a few musical motives. 
Rust, on the other hand, lauds the length of the third cadenza with 
its sufficient room to develop motives, while castigating the first two 
for their brevity. However, the " forced brevity" of the first cadenza, 
by virtue of its incompleteness, does not sufficiently explain why it 
had not been further developed. This issue demands close analys i s of 
the first cadenza to evaluate it fairly. 
The second cadenza, the briefest of all three, and, 1n fact, of a ll 
the written cadenzas with the exception of op. 58 no. 3, contains 32 
measures of tightly-knit thematic material with a paucity of 
improvisatory connective tissue. Some of the innovative techniques 1n 
thematic presentation place this cadenza outside the practice of the 
other Beethoven cadenzas, and outside Mozart ' s as well. 
The third cadenza stands forth as the most popular of all three, 
and, as a rule is performed more frequently than the second. Its 
massive proportion of 126 measures, four times the length of the second 
cadenza, renders it the longest of Beethoven's written cadenzas, one 
measure longer than the one in the composer's own piano version of the 
32 Rust/CONCERTOS , p. 154. 
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Op. 61 Concerto . 
Prevailing critical opinion tends to favor this cadenza not only 1n 
op. 15 but among all of Beethoven's cadenzas. Tovey, by no means 
uncritical of Beethoven's cadenzas, as evidenced by his disdain for op. 
58, and op. 61, had only the highest praise for this cadenza: 
But the case of this third cadenza to the C major concerto is 
utterly different - it affords a noble pretext for reviv i ng a 
neglected early masterpiece which it harmoniously lifts to a 
higher plane of musical thought". 33 
" ..• the third of these cadenzas (op. 15) , is one of the most 
splendid successes in the recording the style of an 
extemporization". 34 
Nevertheless, against the prevailing tide of positive regard for 
the third cadenza, emerges the contrary view expressed by Richard Howe, 
in his dissertation on the cadenza in the classical period. 35 There he 
echoes the earlier view of Franz Kullak, and Theodore Baker (editor of 
the Schirmer Ed i tion) who found fault with m. 100, the transitional 
cadence to the closing theme: 
"In the third cadenza to the first movement of the first 
concerto an awkward progression results from Beethoven's 
modulation to the tonic key. This cadenza is long and 
undergoes several modulations to unrelated keys. Eventually 
it seems to come to a close with a trill on the dominant. 
This however is not the case since the trill is still followed 
by a passage not on the dominant harmony but in the dominant 
key •.. the weakness of the harmony here was so disturbing to 
Franz Kullak that he wrote 'This very fine and grandly 
conceived cadenza' which seems to have reached its close on 
this trill again modulates to G major in a rather 
uninteresting and wholly ~nsatisfactory manner." 3 ' 
33 Tovey/ESSAYS, p. 65. 
3 4 Loc. Cit. 
35 Howe/CADENZA, p . 55. 
36 Loc. Cit. 
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This musical passage so perturbs Howe that he pronounces this harsh 
sentence: " .••. no. 3 is complete but badly in need of revis i on", and 
therefore "all but the first and third cadenzas are therefore 
performable." 37 
Based on the following analysis of the three cadenzas, this writer hopes 
to clarify some of the issues raised here, particularly concerning the 
incompleteness of no . 1, and the problematic issues raised in no. 3. 
Fortunately, a matter that has until now gone unnoticed emerges: there 1s a 
strong resemblance between the first and third cadenzas i n regard t o harmoni c 
structure, and most importantly, in thematic des i gn . Consequently serious 
flaws do not appear in no. 3, as Richard Howe would have us believe, but 
conversely , come from the first cadenza, necessitating the new, improved 
solution provided by cadenza no. 3. The second cadenza may have been writt en 
in an attempt to rectify the mistakes of no. 1, but the solutions are s o 
radical, that Beethoven probably and went on to write his masterpiece, no. 3, 
with his carefully-wrought improvements over the errors of no . 1, the results 
of which seem to have sat i sfied him. 
3 7 Loc . Cit. 
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Op. 15 
Thematic Design: Cadenza Op . 15 no. 1 
1A: (aa) E 1A: (aa) 3B 1A E 2 1A:aa E 3C ( incomplete) 
m. 1 6 7 12 15 20 21 44 
48 56-60 
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Cadenza no. 1 
Thematic Design. 
The following charts the presentation of thematic material which is 
dominated primarily by theme 1A. The cadenza opens with the 1A theme, 
presented by the left hand in thirds, repeated twice, in an ascending 
diatonic sequence of seconds: 
The first two statements of 1A are answered by a descending cascade of 
triads in first inversion at m. 4. However the sequence breaks 
following the third repetition of 1A on E in the bass with a series of 
descending and ascending arpeggios in the long fantasy-measure 6. Here 
a circle-of-fifths progression on first-inversion triads leads 
eventually to the dominant in root-position which in turn resolves to 
the tonic 1n the parallel minor supporting the 1A theme on E-flat on the 
top voice atm. 7. In measures 7-12, a harmonic sequence leads the 
repeated series of lA repetitions to a new section marked presto, 
centered harmonically on B-flat, the dominant of the flatted mediant 
which will become the key of the second theme 1n m. 21. In these 
measures, 7-20, the dramatic momentum builds towards the second thematic 
area through a three-measure sequence of rapid, descending scales in 
sixteenth-notes prolonging the B-flat harmony. 
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The note G-flat figures prominently within the cascades of B-flat 
scales in m. 12-14. It arises as the highest pitch of the A diminished-
seventh chord in m. 13 and signals a poss ible move to E-flat minor, 1n 
that the G-flat functions as the flat-six of B-flat, the applied 
dominant of E-flat. Only at the commencement of the scale passages 
which herald the coming of the second theme on the heels of the fermata 
in fantasy-measure 20, do we suspect the immi nent arrival of E-flat 
major with the advent of G natural. A minor detail of this nature 
rightly commends itself to our attention because it, once again, 
illus trates the concept of "feigning" or "deception" meticulously 
outlined by C. P. E. Bach in his Versuch. 31 
I have indicated theme 3B as a thematic reference within m. 12- 14, 
because beginning in the second half of each measure with m. 12-14, the 
alternate four-note groupings possess the same melodic shape as the 
sequential eighth-note groupings of the original 3B in the orchestral 
exposition, though here they appear in diminut ion as sixteenth- notes: 
In m. 15, the 1A motive appears within the B-flat harmony: the 
first note which would have been a half-note is shortened to a quarter-
note followed by a rest. This effectively divides the 1A motive, 
31 Bach/ESSAYS, p. 434-8. 
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beginning at m. 15, the first note of which is the point of arrival from 
the three-measure descent of theme 3B. Then in m. 16-19, the repeated-
note gesture of theme 1A undergoes fragmentation into octave 
alternations of B-flat trills in half-notes, further diminished to 
quarter-notes in m. 19. Following the B-flat dominant sev enth with 
fermata in m. 20 , the ascending and descending diatonic scales followed 
by the ascending chromat ic scale , prepare for the second theme area at 
m. 21. 
In m. 21-44, the second theme group, beginning on flat III, 
virtually replicates the text in the orchestral exposition in m. 49-72, 
the only alteration: the connective passages of diminished-seventh 
chords stringing together the sequent ial repetitipn of the second theme 
on E-flat, F-minor and G-minor respectively, are simplified in this 
cadenza's reduction to the medium of solo piano (compare m. 53-55, and 
60-62, in the orchestral exposit ion, with m. 25-27, and 32-34 in the 
cadenza). In essence the piano version arpeggiates the same harmoni c 
structure, leaving the counterpoint of the upper and lower voic es 
intact. Two differences appear: the piano establishes an eighth-note 
pulse - a diminut i on of the original quarter- note pulse; and , the simple 
piano arpeggiation eliminates the chain of 4-3 suspensions, formerly 
played by the orchestra. 
The next three measures in the cadenza , m. 45-47, continue 
following the source in the orchestral exposition , m. 73-75; however the 
counterpoint to the repetitions of theme 1A on the pitches G, A, and F 
stated in the orchestra by the flut es, oboes and bassoons , respectively, 
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has been altered to compensate for the harmonic underpinning, originally 
in the orchestral version but absent in the piano's two-part 
counterpoint. The two-part counterpoint then continues through a ser1 es 
of scales moving in contrary motion from m. 48-55 diverging from the 
orchestral model and culminating on an octave C 1n m. 56 following a 
dramatic slow rise of broken octaves. 
In the final five measures, m. 56-60, before the break at the 
bottom of the page, theme 3C , one of the subsidiary themes to the 
closing theme 3A, appears on the tonic, C, leading eventually to the 
subdominant, m. 58-60 . This harmonic sequence mirrors the original 
appearance in the piano exposition at m. 199-205, which began on the 
dominant resolving to the tonic. 
In summary, the cadenza breaks down into three formal divisions. 
The outer two sections, m. 1- 20, and m. 44-60 both dominated by theme 
1A, seem most similar, but the addition of the closing theme 3C in the 
third section immediately leads to the breaking off of the cadenza. The 
middle, contrasting section states the second theme, interestingly as a 
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The basic structure graph shows my view of the skeletal harmonic 
framework , outlining the shape of a C-minor triad. 
The main structural harmonic points in this cadenza ( though 
incomplete), are the E-flat of the second theme: 1n m. 21, and the 
dominant in m. 56, coincidental with theme 3C. E-flat 1n the bass forms 
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the midpoint between the tonic at the outset and the dominant near the 
conclusion of the cadenza at m. 56. The first level of harmonic 
connective tissue between the C and E-flat in the bass is the B-flat at 
m. 21 - the applied dominant of the flatted mediant. The E-flat then 
connects to G, the dominant, by the F-minor chord, a passing harmony 
that appears within the context of the ascending sequence of theme 2B ; 
this had also appeared this way 1n the orchestral exposit ion . I have 
reduced the structural top voice motion as the ascent of a second from C 




The reduction at the next level, the background shows in slightly 
greater detail the basic voice leading connecting the opening tonic, C 
to the B-flat applied dominant in m. 12, and the inner voices filling in 
the parallel triads in the motion from E-flat, m. 21, to G, m. 56. One 
factor common to both harmonic motions is the mixing of minor and major 
modes at both the tonic and dominant poles of the cadenza: at m. 7 the 
E-flat in the upper voice introduces C minor, while at m. 35, the G 
minor harmony is eventually transformed to G major. The bracket above 
the flat III in the bass shows that the C minor harmony at m. 7 
functions as a pivot chord facilitating the transition from C major to 
E-flat major: through a submediant of E-flat. The progression from the 
E-flat in m. 21, to G minor 1n m. 35 is on the level outlined by 
consecutive fifths as they are 1n the exposition as well: 
Fromm. 1-7, one immediatedly senses a long-range motion afoot to 
move away from the tonic. The break in the imitative sequence in m. 5 
on the E diminishej-seventh harmony precip i tates this JOUrney. Yet the 
ensuing harmonies within the fantasy-measure 5 , catapult the motion back 
to C, ( though in minor mode) , through a sequence of consecutive applied 
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The motion from C mtnor in m. 7, to the B-flat in m. 12, seen 1n 
both earlier background reductions, results from a descent in the bass 
to A-flat, the subdominant of E-flat, which then ascends through an A-
natural in the bass supporting a diminished-seventh chord in m. 11. 
This A-natural diminished-seventh chord then functions as a leading- tone 
chord which gravitates to the dominant of the flatted-median t , B-flat in 
m. 12. 
The parallel fifths in the skeletal voice leading 1n m. 21-35, 
obtain sanctions from the dominant chords that precede each of the 
sequential repetitions of the second theme. These dominant chords 
actually result from neighbor-note motion around the adjacent 
diminished-seventh chords, e . g.: 
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In fact, one might consider the two chords, d imi nished-seventh, and the 
resoluton to the dominant , to be part of a larger arpeggiation of a 
dominant-ninth chord: 
The first time the G m1nor harmony changed to major , it did so 
merely to convert G minor to the applied dominant of C minor at m. 39; 
following the brief C minor interlude with broken octaves, m. 42-43, 
however , a G major section begins on the imitation of the lA theme 
varied from the orchestral exposition. The graph traces the progress1 on 
of tenths in parallel motion from m. 44-56 . M. 56-60 outlines the 
sequence of theme 3C and the resemblance between this ascending 
progression and the second theme can be seen in the insertion of appl i ed 
dominant chords between ascending major tr i ads. In theme 3C the third 
element in the sequence ascends a third rather than a second . 
In summary , we see in this tonal plan, a large-scale arpeggiat i on 
of the minor form of the s i x-four in the bass: (G) -C-E-flat-G before the 
cadenza breaks off. The appearance of the flatted mediant ascenJing by 
step through the subdominant to the dominant is a mirroring of the same 
progression in the orchestral exposition. The dominant in root posit ion 
appears briefly in the sixth measure as a mediator between the tonic 
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major and the tonic minor . It also appears i n the last sect ion of the 
cadenza before the tonal motion veers back to the tonic and subdominant 
coincidental with theme 3C. Immediatedly afterwards the cadenza abor t s. 
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Op. 15 
Thematic Des i gn: Cadenza Op. 15 no. 2 
1A 2 1B 3B 1B 3B 3A 1A E 
m. 1 7 11 12 13 14 17 25 28-32 
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Cadenza no. 2 
The first four measures 1n this cadenza bear a strong resemblance 
to the first cadenza: the lA theme ar1ses 1n the left hand harmonized by 
thirds an octave above the open1ng of cadenza number one. 
fl'l. 1 3 
In between these opening gestures of theme lA, appear ascending and 
descending octave scales 1n sixteenth-notes , which for all their 
apparent motion, remain static, prolonging the third of the tonic and 
supertonic chords in m. 1 and 3, while spanning an octave in m. 2-4: 
JJJ]]JJJJJJj j ~g 
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In m. 5-6 several interesting events occur: The voices invert, so 
that the ascent by step of theme lA, C and D in m. 1 and 3 in the left 
hand continues in the right hand in unison rather than harmonized by 
thirds: 
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The right-hand scales in m. 2 and 4, beginning on the not es E and F, 
respecti vely, switch to the left hand in m. 5 and 6, maintaining the 
same pitch-classes two octaves below their original stat ements. The 
musical events that occur in m. 1-4 , namely the statement of lA answered 
by a scale passage, previously a two-measure phrase, has been reduced by 
half to one measure, whereby the lA motive and its embe l lishment take 
place simultaneously in m. 5-6. 
This contraction of the first four measures into two measures a t m. 
5-6 leads directly, without further preparation, to an extremely 
"distant recollection" of the second theme, to further qualify Joseph 
Kerman's phrase used to describe the average second theme appearance 1n 
the Beethoven cadenza. 3 ' I use the term 'extreme' because these 
measures 7-10 , exhibit characteristics unique within the corpus of the 
Beethoven cadenzas. 
The stereotyped factors regarding Beethoven's introduction of the 
second theme in his cadenzas already witnessed in the first cadenza to 
this concerto, and to be seen in subsequent examinat ions of the other 
cadenzas, comprise the f ol l owing: 
1 . The entrance of t~e lyrical second theme, or possib ly ano t her 
subsidiary theme from the first movement, always announces itself 
dramatically either by the use of a fermata on t he applied 
dominant of the new second theme tona li ty , and/ or an ex t ensive 
3
' Kerman/CODAS, p . 155. 
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scale passage, usually chromatic. 
2. The second theme generally appears 1n a key different from that 1n 
which it had appeared 1n the piano exposition . Occasionally it 
duplicates the key of the orchestral exposition. However, despite 
the change of key, the relationship between melody and its own 
harmonic accompaniment remains faithful to the original, barring 
subtle alterations in piano figuration and/ or texture. 
Scanning the first ten measures of this cadenza we can see that the 
second theme 1s cleverly ushered in quite early - in the seventh measure 
disappearing as quickly as it came by the eleventh measure. 
The following factors place this second theme outside the purview 
of Beethoven's other cadenzas outlined above: 
1. Rather than a fermata, rapid scales or even a change in harmony , 
the second theme in m. 7 arrives unannounced. That both the 
melodic note A and the harmonic note F continue unchanged in the 
transition from m. 6-7 , indicate that Beethoven appeared to 
attempt the opposite effect of his normal procedure - namely to 
slip the second theme in with as little warning as possible. 
2. The harmonic treatment of the second theme differs drastically 
from its original statement, thus obscuring immediate recognition 
by the listener. Had this theme appeared in its original mode, it 
probably would have been harmonized in ' manner similar to this, 
in D major: 
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Nevertheless, when the second theme enters in m. 7, its attendant 
harmony, the ii6 chord of C-major renders the starting melodic 
note, A, constitutes a third, rather than the fifth above the bass 
- an entirely new perspective through which to perceiv~ the second 
theme. 
3. When one looks carefully at the second theme, it becomes apparent 
that major divergences exist between this cadenza version and 
either the orchestral exposition rendition of the second theme, m. 
49, beginning on E-flat major, or the piano rendition in G major: 
m. 163-166. 
a. Only the first two measures of the four-measure second theme 
complex are used in sequence - m, 7-8 and m. 9-10. 
b. The leading notes of this sequence in the melody, A, in m. 
7, and G, in m. 9 descend 1n the reverse direction of the 
three-note melodic ascent 1n the orchestral exposition 1n m. 
49-69, which rose from B- flat above the E-flat major 
harmony, C above F minor to D above G minor: 
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The answer to this unusual treatment of the second theme can 
be found elsewhere in the exposition. Beethoven chose to 
recollect an obscure fragment of the second theme stated by the 
orchestra 1n the consequent phrase immediately preceding the 
piano's statement of the second theme- m. 104-161 1n the 
orchestral exposition: 
He then chose to use these two measures 1n descending sequence by 
a step in m. 7-8, and not only reharmonize the melody, but retard 
the harmonic rhythm as well to one harmony per two measures, as we 
see in the use of ii6 in both m. 7-8, and 16 1n m. 9- 10: 
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As a result, 1n this passage we witness another type of " rational 
deception" described by C. P. E. Bach . 40 Beethoven appears to 
borrow from a technique frequently encountered in Haydn's and his 
own development sections - the false recapitulation. Here in the 
cadenza, the listener is led to believe briefly that t he second 
theme statement has arrived and will undergo further development, 
just as one might suspect the arrival of the recapitulation, 
although it ruefully comes forward in the "wrong key". 
Before one has ev~n sufficient ti~e to contemplate the 
arrival of this altered second theme, a new transitional idea 
enters on the dominant in m. 11 drawing the listener to a new 
musical section. In m. 12 a descent ensues within the G-dominant 
harmony, utilizing the shape of theme 3B in sixteenth-notes, a 
diminution of the original statement in eighth-notes - see above , 
ex. 3. In m. 13 the transitional m. 11 is varied pro longing the 
six-four form of the dominant fleetingly before shifting direction 
quickly in m. 14 - 16. The possibility of premature closure on 
the dominant, G is avoi ded through the addition of of three flats , 
paving the way for the real lyrical theme section in E-flat 1n m. 
40 Bach/ESSAYS, p . 434. 
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17, following the fermata on the B-flat applied dominant at the 
end of m. 16. 
In contrast to the original statements both in piano and 
orchestra of theme 3A which consisted of a four-measure phrase: 
-
Beethoven begins the disintegration process at the fourth 
measure, m. 20 in which the original theme's one measure of repose 
is abandoned in favor of figuration in the right hand accompanied 
by motivic development in the left hand - m. 20-24. Therefore the 
original four-measure phrase has been reduced to three overlapping 
with the following measures of subsequent development of the 
closing theme . 
Especially surprising 1s the use of B-flat minor in m. 20-21 
as some kind of dominant statement (answering the local tonic, E-
flat ) the melodic shape of m. 17-18 is replicated 1n m. 20-21 in 
B-flat m1nor. In m. 22 only the second pattern of m. 21 repeats: 
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At m. 23 a s eemingly random melod ic progression proceeds in the 
bass as a transitional pattern, however the rhythmic gesture of 
four consecutive quarter-notes seems to reproduce the quarter-note 
pattern of m. 19 which followed on the heels of the same pattern 
developed 1n m. 21-22: 
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In m. 24 this pattern is diminished in the bass to e i ghth-
notes alternating in thirds except for the last which spans a 
descending fourth: 
The parentheses around the last eighth-note C indicate an 
ed itorial insertion correcting the previous note D, which 1s 
probably an error transmitted within both the Breitopf & Hartel 
and Bonn editions; see below p. 56. This particular descendi ng 
bas s pattern appears to be a vari a tion upon the similar descending 
bass patterns of m. 12, and 14-17, which accompanied the bb figure 
in the right-hand sixteen th-notes: 
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Whereby the descending bass patterns in m. 11-16 functioned 
as connective tissue between the end of the second theme group 1n 
m. 10 and the closing theme 3A group at m. 17, so too, the 
accelerated quarter-note followed by eighth-note figures in m. 
23-24 connect theme 3A with a return to theme lA at m. 25. Both 
passages also share the common traits of spinning the harmonic 
motion away from the intended goal: as stated above m. 14 draws 
the tonal motion away from the dominant, G to B-flat, the dominant 
of the flatted mediant; so too do m. 23-25 suddenly change 
harmonic direction , from the expected B-flat major / minor prepared 
by the F dominant seventh in m. 22, to the dominant G, slipped 
into chromatically via the F-sharp diminished seventh chord at the 
end of m. 22. Though a B-natural appears in the bass on the 
second quarter of m. 23, Beethoven shrewdly confuses the listener 
1n m. 24 by re-introducing B-flats, thus pointing in the direction 
of the B-flat/E flat ax1s once again. One only receives the punch 
line at m. 25 where the B-natural in the bass supporting the 
dominan t in V six-fi ve position arrives. (The dramatic 
signif icance of this B-natural is further emphasized if my 
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editorial correction 1s heeded on the last bass note 1n the 
preceding measure) . 
We can see, once again, the employment of "deception" in 
these two connective passages - the expectation of harmonic 
resolutions is thwarted through last-minute machinations. 
The final return to theme lA arrives smoothly in the left 
hand m. 25 on a dominant six-five chord replacing the or i ginal 
tonic, stated in t he same rhythm: 
In this final section, m. 25-32, the perpetual motion of the 
sixteenth-note, right hand figuration introduced in m. 20, 
continues unabated, while the lA theme is announced 1n the left 
hand, first on the dominant six-five 1n m. 25-26, then on the F-
sharp diminished seventh chord i n m. 27-28. The drive to the 
final dominant in root position at m. 32 is then intensified 
tonally, through the octave ascent 1n the bass from F-sharp to F-
sharp, the leading tone of the dominant, and rhythmically through 
the diminution of quarter-notes in the bass, m. 27-29, to eighth-
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notes in m. 30-31, as well as the acceleration of: one harmony-
per-two measures, m. 25-28; two harmonies per half-measure; m. 30; 
and four harmonies-per-measure, m. 30-31. 
Digression: an error in the Autograph Facsimile. 
Before discussing the harmonic structure of this cadenza we might 
consider a possible error in the transmission of the autograph to both 
the Breitkopf & Hartel and Bonn editions. In m. 24, the last eighth-
note in the bass reads D in both editions; the autograph clearly 
indicates 41 that the actual pitch between both lines is a C: 
Ex. 2: Cadenza for op. 15 no . 2 - Autograph Facsimile 
,. 
If one substitutes the C forD, the harmonic implications of my reading 
will effect this musical passage only minimally. The D present 1n the 
editions generates a supertonic diminished chord in C minor, while 1n my 
reading, the C would support a IV six-four of C minor. Probably the 
greatest impact of the C as passing note, would be the strenghtening of 
the resolution to the B-natural in the bass in the following measure, 
41 Hess/KADENZEN, (op. 15 no. 2). 
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rather than the descending third arpeggiation from D: 
If a conclusive decision cannot be reached from the external evi dence of 
the autograph, arguments can be advanced in favor or against the "C" 
rather than "D" option based on the internal evidence of the cadenza 
itself. 
One could argue for the "D" as follows: m. 12, 14, 15 and 16, have 
analogous sequences of descending thirds (though not broken) , all of 
which conclude those measures: in m. 12 the descending thirds lead to a 
brief passage on the dominant which then switches direct ion to t he V of 
biii with the introduction of three flats in m. 14-16. The reverse 
process takes place in m. 24-25 - the E- flat local tonality in m. 24 
returns to the dominant, G in m. 25. One can also see a parallel i sm 
between the last three notes in the bass in m. 16 and 24-25 - E-
flat/D/ B-flat vs. E-flat/D/B- natural: 
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Perhaps the editors of both editions saw these parallels and thus 
decided to interpret the pitch in question as "D" to reinforce the 
consistency between the two musical passages. 
My argument for the "C" rests on the following premises: While 
certain similarities certainly exist between the two musical passages, 
m. 14-16, and m. 23-25, there are yet important differences that 
Beethoven might have emphasized by using the "C" rather than "D" : In m. 
14 the harmonic surprise, or change of direct ion occurs on the third 
beat, as flats are introduced 1n the descending sequence that concludes 
on the B-flat applied seventh on the third and fourth beats of m. 16. 
Once this pattern has been established, one would expect a simil ar 
resolution to the B-flat appl i ed dominant in m. 24-25. In fac t, the 
beginning of the passage 1s almost the same harmonically: a br ief 
statement of the G dominant g i ves way to the introduction of flats als o 
on the third beat of m. 23. The crucial difference lies at the juncture 
of m. 24 and 25 - rather than resolving on E-f1at or B-flat as one is 
led to expect on the first beat of m. 25, Beethoven yanks the 
progression back to the dominant, harmony he had previously sought to 
avoid in m. 14-16: 
()}. 
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The inclusion of "C" rather than "D" drives home the importance of the 
B-natural in the bass at m. 25 , which is not only a surprise, or 
"deceptive" resolution , but comes on the downbeat rather than the third 
beat as we saw in m. 16. It therefore reinforces the contrast of this 
passage from the earlier one , rather than the similarities, which are 
amply demonstrated in the earlier halves of both passages. 
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Harmonic Structure . 
The basic structure graph charts the harmonic framework here. In 
the bass at m. 11, a strong dominant predominates through m. 14. The 
closing theme 3A bisects the cadenza in the flatted mediant, at m. 17, 
arriving at the dominant in root position in the concluding m. 32. 
The skeletal voice-leading can be reduced to the tonic moving 
toward the dominant with the E moving to D 1n the top voice: 
~- 1 
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Inserted between them is an upward motion of the inner voice G to the 
top voice sustained as a common tone above the dominant and flat med i ant 
chords (see graph). 
The background graph charts the ascent of a fifth in the bass from 
tonic to dominant in m. 1-11, while the top tone E reaches the G 1n m. 
5 , s1x measures ahead of the bass. The expansion of m. 11-16 is 
achieved through the long series of scalar descents in the top voice 
weaving around the structural tone G. At m. 14 the introduction of E-
flat in the lowest voice prepares for the eventual modulation to flat 
III at m. 17. 
At m. 20-22 I have indicated the back-relating arrows because each 
of the two harmonies, the B-flat minor, and the F dominant seventh 
chords, demonstrate a dominant C (minor and major) tonic relationship 
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with the preceding chords. One might have expected the F dom i nant 
seventh to resolve somehow to some form of B-flat in m. 23. However the 
last eighth note in the left hand, F sharp, serves as a chromatic 
leading tone to G, the V of C, which arrives aided by the last-minute 
chromatic alternation at m. 23. 
The G dominant in six-five posit ion ts then prolonged fr om the 
second beat in m. 23 to m. 25. That the G dominant f i rst appears in 
s i x-fi ve position demonstrates Beethoven's care tn avoi ding a strong 
dominant tn root position unt il the final cadence. I n between the V 
six-fiv e in m. 25-26 and the dominant in m. 32 , the diminished-seventh 
chord is prolonged in the bass, ascendi ng an octav e from F-sharp . The 
structural top voice tone - D arrives i n m. 25, arpeggi a t ed from the B 
on the first beat of the same measure (compare score and graph) It then 
descends into the inner voice in m. 25-31. 
I have indicated brackets tn the bass to strengthen my argumen t for 
the C at m. 24. (which ts bracketed as well ) that appears in t he 
facsimile edition . 
In summary, we see tn this highly compressed cadenza, half the 
length of its incomplete predecess or, a strikingly s i mil ar harmoni c 
blueprint: the arpeggiati on of the s ix-four minor version can be seen tn 
the basic structure - (G)-C-E-flat-G . Other than the lack of much 
connective tissue, the basic differences from the first cadenza s t em 
from differences in the choice of thematic material. Rather than 
inc l uding the sec ond theme in the contrasting key area , Beethoven 
instead states the closing theme on the flat mediant, a l luding t o a n 
73 
obscure form of the second theme in the opening measures of the cadenza. 
When the dominant appears towards the end of the cadenza, it is only 1n 
first inversion coincident with the lA development. The fina l eight 
measures from that point on, circumvent the dominant with its leading 
tone, F-sharp, attaining the root position of the dominant only i n t he 
final measure of the cadenza. 
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Op. 15 
Thematic Design: Cadenza Op. 15 no. 3 
1A E 1A E 1A E 2 1A 3C 1A E 1A E 3A E 1A E 
m. 1 12 13 17 18 26 35 55 57 72 74 86 88 101 108 117 121-126 
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Cadenza no. 3 
This cadenza commences with imitative writing; a departure from 
nos . 1 and 2, both of which begin with sequential repetitions of the lA 
motive embellished with scalar interpolations. Here Beethoven opens the 
cadenza with a direct quotation of the lA motive as it had been 
originally stated by the orchestra in the exposition m. 76-78, in the 
transitional section connecting the second and third themes and again at 
the conclusion of the piano exposition leading to the development 
section, m. 241-242. A comparison of both these passages in the body of 
the concerto reveals that the harmonic direction becomes malleable, and 
easy to manipulate following the first two measures of imitation at the 
second, and therefore a perfect passage to open the cadenza lending 
momentum and a sense of majesty through the statement of lA in 
imitation. 
Compare the harmonic reductions of the three appearances of this 
musical passage: 
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One can see the various harmonic possibilities generated by this 
passage 1n m. 76-86: by manipulating the descending bass not es in this 
Chaconne-like descen t from the tonic to the dominant, Beethoven creates 
three variants of tonal direction . In the first example, the B-f l at in 
the bass draws the motion to the subdominant (the B-flat becoming the 
seventh of a C dominant seventh in four-two inversion) before resolv i ng 
to back to the tonic via the dominant - G, all told a c losed harmonic 
progression. The following two examples from the development section 
and the cadenza, however are open-ended, drawing the tonal mot ion away 
from the tonic. In the second example the motion leads to t he dominan t 
by converting the B-flat in the bass to B-natural. In the third example 
Beethoven implements his favorite device in the cadenza - the deceptiv e 
cadence, which occurs on two levels. First the cadence appears to 
resolve to the tonic after the circle of fifths progression in the bass 
- A, 0, G, C. The introduction of the B-flat in the top line however, 
leads our expectations towards one more addition to the circle of fifths 
- F, the subdominant. But this expectation is also thwarted by the 
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introduction of the C-sharp in the bass at m. 12, the second stage 1n 
the deception. The real resolution to the supertonic maJor occurs at m. 
13. In this context we then understand the introduction of the A-
applied dominant seventh in the bass descent, m. 5 , which veers away 
from the C applied dominant 1n four-two pos ition, of the preceding 
measure , thereby breaking away from the gravita tional pull of the 
subdominant , and preparing instead for the supertonic . 
In m. 1-12 one can see within the harmoni c motion fr om the t onic to 
the supertonic an ascending top line spann ing t he in t e rva l of a seventh 
from C to B-flat: 
• • • • • • • \.--
The first part of this ascent from C to G ( the same ascen t tha t oc curs 
in the bass in the opening to the op. 15 no. 2 cadenza) resul t s fr om the 
ascending line generated from the imitation at the second endemic to 
theme 3C , m. 1-7 . However the fourth note of t his scalar ascent, F 
subtly enters an inner voice in m. 6, then returning to the top voice, G 
in m. 7: 
171. 6 ~j 
() - • v ~ ... • / I I • ~ ~ 1 -\ t ' r r v 0 
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The imitation of theme 1A in m. 4 and 5 on the pitches G ands A thus 
deceives the listener as it is a "false" top line, delaying further top 
voice activity until the true direction of the harmony establishes 
itself following the feign to the subdominant in m. 4. The second part 
of the ascent from G to B-flat takes place over the C pedal in m. 8-11, 
where the motoric eighth-note rhythms have been diminuted to sixteenth-
notes. The G and A alternate as if teasing the listener before 
delivering the surprise punch line of the top note B-flat above the C-
sharp diminished-seventh at m. 12, rather than a return to A above the 
expected subdominant - F. 
In this large fantasy-measure 12 , Beethoven expl oits the recentl y 
expanded compass of the pianoforte (1 795 -1805) in vast ascending and 
descending arpeggios prolonging this C-sharp diminished-seventh chord, 
reminiscent of similar prolonged passages 1n the firs t movement 
development section of his "Appassionata" op. 57, m. 124-129: 
Ex. 3: Beethoven Piano Sonata Op. 57 - First Movement 
a: 
~ ··· ·· · · · ~ ····· · .. ·· ~·~ ····· ···~····· · ... · ···~· ~············~············· ·· ~ .~~ 
-~~ ~-- .~ ' . 
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Only on the last two eighth-notes of this long fantasy-measure do we see 
the B-flat slip down a half-step resolving to A and ca t apu l ti ng the 
tonal motion to the next area - the supertonic. 
When the supertonic arrives at m. 13 i t also seems to come as a 
surprise, for the posturing of the B-flat and the A of the previous 
measure led one's expectations in the direction of D m1nor rather than D 
ma j or . One realizes qu ickly that the D maJor is, 1n fac t , the applied 
dominant of V and a sequentia l parallel to m. 8-11, described above. In 
fantasy-measure 17 the C in the top voice drops to B in the same manner 
as the B-flat had resolved to A in m. 12 preparing the way for a new 
development of th~me 1A on the mediant - E minor. The thematic char t 
above classifies these sequences at m. 8-11 , and 13-17 as two pai rs: 
1A-E; lA-E, the extempor i zed sections accounted for in the fan t asy-
measures which contain no specific thematic references. 
Thus far in this cadenza we have witnessed a tremendous expansion 
of the opening tonal motion of the ascent of a third, C to E in the bass 
which in both the first and second cadenzas had occupied t he space of 
only five measures: here we count 1n excess of seventeen measures when 
taking the long, fantasy-measures into consideration . 
The slight variations from the original sequence 1n m. 8-11 appear 
at the opening of m. 13 1n the right hand where the firs t pairin5 of 
broken thirds begins on F-sharp/A rather than A/C, the l it eral 
transposition of m. 8 a step higher. I n addit ion the confl ict between 
the B-flat /A resol ved only at the end of m. 12 in the bass is heightened 
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dramatically through the playful and five- fold repetition of t he C, 
followed by the resolution- B, hammered relentlessly four t imes, a 
clear indication of a new section to follow. 
This new section atm. 18 centered harmonically onE minor,the 
mediant of C major, shifts the development of the 1A mot i ve away from 
the bass voice that had dominated from m. 6-16; and away from the 
original presentation of the first four measures 1n imitati on shared by 
low and high voices, to strictly the h i gh voice . 
In contrast to the diatonic scalar ascent i n m. 1- 12, here we see 
ev idence of an unusually jagged chromatic top voice ascent - E, F-sharp, 
G, A-flat, B-flat, C, E-flat: 
l • 
This line is accompanied by an Alberti-type left hand figuration in 
s ixteenth-notes containing passing notes as well as accented suspensions 
1n the right-hand inner-vo i ce quarter-notes . 
The highly unusual contour of this top line ascent indi ca t es t o us 
that the section beginning at m. 18 contains an unusual harmonic 
progression. In fact, these subsequent measures are among the most 
unusual in Beethoven's cadenzas as well as his genera l compos it iona l 
output in 1809 from the perspect i ve of tonal adventur i sm: the t onal 
journey begins at m. 18 with E minor and winds its way to D- flat maj or 
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at m. 31. This highly unusual harmonic motion, the result of a very 
s i gn ificant enharmonic conversion from C-sharp is facilitated through 
the use of diminished-seventh chords. The advantage of the dimin i shed-
seventh chord is its extreme malleability- it can resolve to four 
possible keys because each of the four pitches in the chord can function 
as a leading tone. In addition to the expanded harmonic palette, the 
use of several diminished- seventh chords in success ion can aid in 
diss olving the aural memory of the l ast stab le tonal center , thus 
softening the ant i cipa t ed abruptness in the moti on between two r emote 
tonalit i es . I ndeed, this is Beethoven's modus operandi here in thi s 
spec i al section. 
If we scan the bass line in m. 18-26 we can see the outline of this 
chromatic progress i on. For ease of reference I have provided an 
harmonic reduction of t hese measures: 
The first sign of chromatic motion is exhibited between m. 18-19, where 
the bass , E in m. 18 leaps upward to A-sharp in m. 19, the interval of 
an augmented fourth. This A-sharp 1s actuall y the third of the V of V, 
the root of which, F-sharp appears on the last quarte r of m. 19. The 
expectation of some form of reso lution to the dominant of E minor - B, 
is thwarted 1n m. 20 by the ascent of the top line from F-sharp to G in 
m. 20 while the A-sharp in the bass is sustained, however in its new 
enharmonic guise as B-flat. This B-flat supports a diminished seventh 
chord which initiates the succession of two additional diminished 
seventh chords on B natural in m. 21 and C (or A-natural) in m. 23-25. 







The root of m. 21-B, appears on the fourth quarter of the measure as d i d 
the F-sharp 1n m. 19 . It was the goal of resolution following the F-
sharp applied dominant 1n m. 19, but after the delay of one measure it 
finally resolved deceptively as the root of a diminished-seventh chord. 
Though the dimin i shed chords give one the sense of continous ascent in 
m. 18-23, the inversion of the B- f l at diminished-seventh chord supported 
1n the bass by E 1n m. 22, actually prepares for the descent from the B 
natural in m. 21 to the A-natural in m. 23. 
~I 
~ . 
Thus the inversion of a dimi nished- seventh chord aids further in 
obscuring the sense of directed motion, lending a sense of free-floating 
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suspension beyond a strong tonal center, the same sense one encounters 
frequently in the keyboard fantasy . At m. 23 the A-natural in the bass 
begins a precipitous three-measure holding pattern, preparing for the 
crucial descent to A-flat in the bass, (m. 26-28) which, supporting a 
dominant seventh for the first time, provides the basic l ink between the 
seemingly disparate worlds of E minor and D-flat major. 
To recapitulate , the three underlying factors in this modulatory 
passage were the use of several diminished-sev enth chords , an inversion 
of one of them , as well as an enharmonic change from the A-sharp to t he 
B-flat. It would be difficult to ignore the striking corre l ation of 
Beethoven ' s specific compositional-improvisatory technique here and 
Bach's rules concerning the fantasy. · It is worth quoting once again C. 
P. E. Bach's Versuch regarding this musical passage : 
" • . • As a means of reaching the most distant keys, more qu i ckl y 
and with agreeable suddeness no chord is more conv eni en t and 
fruitful than the seventh chord with a diminished-seven th and 
fifth, for by inverting it and changing it enharmonically a 
great many chordal transformations can be attained" . 42 
I believe that this phenomenon is more than coincidental- it seems to 
indicate that C. P. E. Bach's treatise had a profound effect upon 
Beethoven's conception of the cadenza which he was attempting to refine 
and set to paper for posterity in 1809 . 
Once the D-flat is reached in m. 28 ( in inversion) Beethoven 
luxuriates in a long-winded preparation of the second theme through m. 
34, immersing the listener in the new key of D-flat thus relegating E 
minor as a distant memory. Furthermore , this D-flat is used prematurely 
for the connective scale leading to the second theme rather than the A-
42 Bach/ESSAYS, p . 438. 
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flat applied dominant which would conform to the approach taken by 
Beethoven in his other cadenzas, namely preceding the second theme area 
by some type of diatonic or chromatic scale passage on the dominant of 
the new key . 
The expansion of the A diminished-seventh chord to four measures 1n 
m. 23-25 and the subsequent nine-measure preparation for the A-flat I D-
flat harmonic axis, betrays an obvious slowing of the harmon ic rhythm 
from m. 18-24, a development that in isolation mi ght have destroyed the 
carefully-planned building of dramatic tension, had it not been 
accomplished with the c oncomitant motivic development of theme lA. 
If we return to m. 18 and focus on the rhythmic e lements of the 
presentation of theme 1A through m. 34 we can detect two stages i n which 
the motive metamorphoses into a new form , one might say , disintegrates 
into a briefer guise, unrecognizable as a relative of the originals 
before acquiescing t o the second theme. 
The main source of development through m. 19 had been the repeated-
note motiv e articulated as a half-note followed by two quarter-notes: 
The first change to appear in m. 19-25 : an additi on to the original 
rhythmic motive - adds counterpoint in the inner voi ce beginning as on 
accented non-harmonic tone: 
By m. 24 the quarter-note pulse 1s well entrenched and in the 
subsequent measure both the harmonic and melodic content are repeated 
literally, the stability of the repetition serving as a springboard of 
changes to follow. At the long-awaited arrival of the A-flat dominant 
seventh 1n m. 26 the second phase of rhythmic evolution occurs: the 
pitch and rhythmic complex of the first two quarter-notes in the right 
hand part of m. 24 and 25 are reduced to half their value: 
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The first of the two repeated notes 1n the latter half of the measure is 
then reduced by half to an eighth-note preceded by an eighth-note rest. 
In this way the quarter-note following the eighth note on the third beat 
of the measure represents the second of the repeated notes of theme lA 
and therefore produces a convenient overlap creating the sense of 
perpetual motion: 
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The second theme group, stated on the Neapolitan at m. 35-43 
combines two earlier forms of the second theme; the first four measures 
replicate the second theme as it had been stated by the piano in the 
exposition - in G major - m. 163-166, while m. 39-42 extend the eighth-
note figure twice in sequence in a similar manner to the extension of 
the G minor version in the orchestral exposition - m. 63-69 . 
The differences in the direction of the bass line, ascending 
chromatically from D-flat to A-flat in the cadenza, instead of 
descending from G to C as tn the exposition, arise primarily from the 
use of the major key of D- flat, and the minor key of G in the 
exposition. 
In m. 43 a new cadential measure appears, rounding off the first 
statement of the theme while simultaneously preparing for the repetition 
of the same theme in the parallel minor . (As I will explain in the 
linear graphs the enharmonic shift to C-sharp mtnor from D-flat maJor 
will clarify the tonal relationship between E mtnor and D-flat - C-sharp 
major and minor. ) The repetition of the theme in the parallel mtnor 
mirrors the same technique utilized in the second theme area of op. 19, 
though we cannot determine precisely which cadenza was written at an 
earlier date. Indeed, the harmonic motion in the left hand duplicates 
the voice-leading framework of the G minor version cited above in the 
orch~stral exposition m. 63-69. 
However the second theme aborts before the third appearance of this 
figure: 
f1l . 4~~ yq 
C1J f f f*f f} l*f ulg. 
Here in m. 50-56 Beethoven develops two fragments of the final gesture 
of the second theme in the reverse order of their original appearance: 
., 
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First, he alters the rhythmic shape of the ge?ture of m. 49, ~­
sharp, F-sharp. The original quarter-note and dotted half-note becomes 
even eighth-notes in m. 50, eighth-note triplets in m. 52 and finally 
sixteenth-notes in m. 53. Then, in addition to the intens i fication of 
the rhythm via diminution, Beethoven employs a layering effect, 
superimposing a voice a third above in m. 51. This voice then becomes 
the first melodic fragment cited above 1n m. 55 serving as a pivot note, 
A, to the new section at m. j5. 
On the heels of the expansion of the two notes - E-sharp-F-sharp 
then follows the diminution and variation of the four-note motive of m. 
47-48 in the right hand, m. 55-56, however in the left hand we 
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experience the rhythm of the mutated rhythmic shape of theme lA from m. 
26-34 preceding the second theme harmonized by the unstable F-sharp 
dimi nished-seventh chord in the left hand: 
r 
i i j ,,.- i ~ 
In m. 57-58 the F-sharp diminished chord shifts from the l eft to 
the r i ght hand, rhythmically punctuating an altered form of theme 3C in 
the bass: it spans a dimin i shed fifth interval, C down to F-sharp rather 
than the perfect fifth of the original. In m. 61 the original f orm of 
theme 3C spanning a perfec t fifth eventually prevails, following the 
stabil ization of E minor in m. 59- 60, in which the mus ical content 
duplicates m. 55- 56. This E minor then becomes the jump-off point for 
the development of theme 3C. 
If we can recall, theme 3C appeared twice in the p1ano exposi tion 
1n alternation with the descending scales of theme 3B. This theme 3C 
possesses a distinguishing characteristic - the syncopation created by 
musical phrases beginning on the second and fourth beats , some of them 
marked sforzando to make the syncopation quite clear. In its first 
appearance m. 199- 202 the four-measure phrase consisted of descending 
sequences of triplets in the left hand , accompanied by dominant-tonic 
chordal alternations in the right hand. In the second four-measure 
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appearance of this theme the two musical components reverse positions so 
that the triplets appeared in the right hand , accompanied by the 
dominant-tonic chords in the left hand - m. 211. Beethoven left the 
syncopation of theme 3C consistent in the cadenza version as a backdrop 
for the interesting internal manipulations that he used on this theme. 
The original harmonic motion and sequence repetition proceed as follows: 
C, Af\T A 
$ ~= : t i ! • 
• : 




The phrase organization revealed by the chart above seems ext remely 
simple in its four-squareness when compared to this recollection of 
theme 3C atm. 35 - here is a similar reduction of m. 61-71: 
(II , 1 I 
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This eleven-measure section expands and develops the original 
eight-measure that had appeared in two separate phrases. Two prevailing 
factors distinguish this treatment of theme 3C from the original 
exposition: the amount of sequential repetition and the direction and 
nature of harmonic motion. A comparison of charts A and B above reveals 
the symmetry of the sequential repetition in chart A, where the first 
and second sequences are repeated twice each, while the third sequence 
is stated four times. This neatly organized pattern is eschewed in the 
cadenza version (chart B) for an unpredictable pattern that increases 
methodically from three to five times, decreases to four before the 
onset of one repetition four times. 
In referring back to the score, we can observe several other 
factors that aid in the intensification of the sequential repetitions: 
in m. 65-68 Beethoven shi fts the placement of the descending motive to 
the right hand, almost certainly a reference to the shift from left to 
right hand in the piano exposition. Instead of shifting the chordal 
accompaniment in the reverse direction as well, Beethoven, however , 
inserts triplets moving in contrary motion, a device that appears 
repeatedly in these cadenzas as well as hallmark of the composer's 
style, as seen not only in many of the composer's later Scherzo 
movements, but 1n a more contemporaneous work - the first movement of 
the Op. 54 Piano Sonata, m. 24-58, published in 1806: 
.. (\ 
l tl 
Ex. 4: Beethoven Piano Sonata Op. 54 - First Movement 
~  ~ ~; ,,.. ~-
==--I --====-
~ 
I J ~ I_:Jl bJ· 1\ 
r-o 
~ . ~ , I ~ I~.C) Jl J~~ ;;::;-h .. -- ~· -·· ... I • 
-- ...... \..= I y sernpre 
rert.ft .J ·if =- p 131 
I - ,...... --... ·~ ~ -· 
l "' I '-:I T~ -n· · ~ql(;-
~I I .. .. , I 
-
•;: = =· ~¥ .... 
- - - ,- - - -.. ;¥or;¥• 
91 
Two of these three-note configurations ~n m. 65-68 seem to contest the 
chordal eighth-note punctuations until the triplets in contrary motion 
prevai l from m. 69-72 , whil e the sequential repetitions decrease to one 
per harmony, speeding the harmonic rhythm towards a climac tic point. At 
m. 71 the final impetus is g iven to conclude theme 3C, as it hurtles off 
the cliff to the low abyss of theme 1A stated in m. 72 1n the dark lower 
register of the piano. This final push entails the fragmentat i on of the 




The harmonic progression as clarified by chart A is quite diatonic. The 
applied dominant is resolved to G, A minor and C, the I, II and IV 
respectively , of G major . The direction of the progression 1s 
ascending, and the chord qualities are major, minor and maJor. 
Chart B, on the other hand, shows a very different scheme 1n the 
cadenza : here the harmonic progression follows a descending route 
articulating E minor, D minor and finally C minor. Unlike the earlier 
stability of G maJor, this appearance of theme 3C seems to link two 
harmonic areas - E minor m. 59 and C minor, m. 71 that standard 
textbooks often regard as distant. 
This last C minor sonority appears ephemerally on the last beat of 
m. 71 before succumbing to the F-sharp diminished-seventh chord at m. 
72. There the lA motive makes its appearance once again within an 
expansive, twenty-seven measure development of the original lA motive 
and its fragmented rhythmic version which appeared in m. 25. Both 
elements of the sequential pattern first in m. 72-78, and then m. 79-85 
consist of seven-measure units: within these, the first two measures 
present the original lA motive on a particular harmony, the second two, 
retain that harmony but shift to a variation of the mutated version of 
lA where the left hand fills in the rhythmic pulse of the right hand, so 
that all the eighth-notes are accounted for in the measure by an 




The last three measures contain a wide sweep of motion from the high to 
low register and the alternation of hands on every beat, m. 76-78, and 
m. 83-85. They increase the momentum by omitting an anticipated fourth 
measure that would have maintained consistency with the previous even 
two-measure phrases. Therefore these seven-measure units can be 
conceived as an eight-measure unit-minus one . 
These two seven-measure units are first reduced to four between m. 
86-89, omitting the odd, three-measure grouping of the first two 
sequences. In m. 90-91 the pattern is reduced further by half, to a 
two-measure phrase on a new harmony, though omitting the preliminary lA 
motive that characterised the earlier sequences . Despite the brevity of 
this two-measure phrase, the harmonic stability of this ii6 is of great 
importance because it is the first to emerge from this seemingly endless 
barrage of wandering diminished-seventh chords, pointing the way to the 
penultimate dominant of the cadenza and ultimately the tonic at the 
cadenza's conclusion. 
In m. 92-99 we finally receive the eight-measure grouping 
previously avoided, though modelled after the previous two measures by 
omitting the introductory lA theme. Both the rhythm and texture are 
thinned out in m. 95-99 , in a playful manner. One senses that this 
applied dominant chord is purposefully setting up expectations for an 
imminent resolution. 43 
Following this highly dramatic build up to a cadence one would 
expect certain conventional solutions: the most common anticipation 
would have been a resolution to the cadential six-four of the cadenza 
with perhaps some further prolongation of the penultimate dom i nant 
seventh with a closing trill , for example: 
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43 Tovey/ESSAYS, p. 67. He remarks on this passage:" ••. and at last the 
usual final shake 1s heard - but surely rather too much on the 
dominant of G?". 
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Since this cadence leads to the dominant key on closing theme 3A, 
one might have expected a further extension of the V six-five harmony in 
m. 100: 
Yet, as shown above Beethoven undoubtedly wrote G' s in the bass i n 
m. 100 as the autograph clearly shows. One hears a resolution to the 
dominant with a 4-3 resolution in the inner voice. However the F-
natural, the crucial note signal ling the structural weight of this 
expected resolution is studiously avoided throughout the measure: 
t:\ 
tr tr tr 
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In this writer ' s op i nion, the crucial moment of surprise or 
confusion arises, 1n the latter half of the measure , following the 
fermata in the right hand figuration, because it is there that the 
syntactical expectation is side-stepped; the cadential ornamentation 
should under normal circumstances have taken place up a fourth, so that 
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the ultimate resolution would have been the closing theme 3A on the 
tonic: 
.J.. 
Richard Howe 1n his dissertation,•• echoing earlier scholars such 
as Theodore Baker and Franz Kullak , found this particular measure to be 
a major flaw in the cadenza as well as the "superfluous inclusion of the 
closing theme 3A in the dominant key". But even · though this particular 
musical passage is seldom encountered in Beethoven's music, I believ e it 
was a deliberate attempt at experimentation with an unusual, yet 
representative example of the art of deception, the cornerstone of 
Bach's approach to making a fantasia. 45 
What we see here is another gu i se of Beethoven's playful use of 
deception - foiling the expectations of the listener in order to delay 
further the inevitable conclusion of the cadenza. Beethoven, it seems, 
clearly did not want to state theme 3A in C major, the tonic key, as it 
would have blunted the force of gravity that had been so carefully 
built-up in th~ course of this, the longest of the op. 15 cadenzas. We 
will see shortly, he learnt from his mistake in the first cadenza , and 
perhaps, the cadenza to op. 19 of the pitfalls of premature closure on 
•• Howe/CADENZA passim. 
45 Bach/ESSAYS, p. 438. 
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the tonic . Therefore he feigns toward the tonic by the arrival of G 1n 
the bass at m. 100, only to deceive the listener, not by resolving to 
alternative substitutes for the tonic, such as the flatted submediant, 
but rather - not going anywhere at all. It 1s a delay tactic whereby 
the dominant key eventually develops into the penultimate dominant 
through the simple process of changing the leading tone, here F-sharp, 
to F-natural at m. 108. This particular cadential spot at m. 100, more 
than any other thus far examined in Beethoven's cadenzas, seems to evoke 
live improvisation - a passage that is not the kind of logical 
progression found in composed music, but given the highly discursive 
nature of improvisation, plays upon the listener's expectations. That 
this musical "prank" might have been prepared by the composer seems to 
be borne out when one observes the extraordinary pains Beethoven took to 
hammer home the V of V in a long stretch (cited above) of eight 
measures, setting the stage for this "anti-climatic" moment. 
Indeed, a brief survey of the next ten measures demonstrates that 
the melodic gesture of theme 3A, avoided only briefly in m. 101-103, 
serves as a springboard for the large array of cadential fireworks on 
the final dominant, which span over the space of twenty measures when 
taking into account the length of fantasy-measures 116, 124, and 126. 
The extension of theme 3C begins as early as m. 104-106 where the 
piano passage is quoted from the exposition, m. 185-186, with sixteenth-
note accompaniment in the right hand: At m. 106 the theme enters 1n 
imitation in the left hand and becomes extended through m. 113 in 
further melodic permutations of the closing theme centered on the fifth, 
seventh, and most unusually the ninth of the dominant chord: 
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One sees another manifestation of avoidance here: whereas in m. 100 
Beethoven avoided the seventh of the dominant chord, F, in order to 
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state the closing theme in the dominant key, this entire stretch embarks 
on the delicate task of prolonging the dominant, while at the same t ime , 
de-emphasizing any sense of finality by circumventing the root of the 
dominant chord, G 1n the bass, instead, hovering on the inversions of 
the dominant - B. D, and F in the bass while emphas i ng the same notes 1n 
the top voice, including the ninth- A as well. In m. 110 Beethoven 
pits these thematic fragments against one another in conversation 
between right and left hands at all times avoiding the root of the 
dominant in the bass. In m. 114-116 these motives are stated 
simultaneously in contrary motion, a favorite Beethovenian technique 
that we also saw in op. 19: 
Finally , a long descending and ascending scale leads to the right 
hand trill on D at the end of fantasy-mesaure 116 before the trill is 
doubled and the lA motive 1s stated above on G and below on F through m. 
120, forming the dominant 1n four-two inversion with the seventh in the 
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bass . However this seems to be a pass1ng inversion, for the seventh - F 
does not resolve to E in the bass supporting a tonic in f i rst inversion, 
but rather, skips back up to six-five inversion within the long ascent 
of first-inversion triads, one of the easily recognizable hallmarks of 
Beethoven ' s style: 
"' . - ) 




•r. j · ' J } l J t J l j l 
/";'I 




J tr .... ~ .... 
.; I ~ I I I ~ I f I r I ~ \.:.1 
The sense of a final cadence arrives at long last at m. 123, where 
the dominant in first inversion moves in the standard deceptive cadence 
to the submediant and subdominant and finally the s i x-four at the 
beginning of fantasy-measure 124. There the final throes of the six-
four, (which has theoretically been prolonged since the fermata) , are 
achieved through the chromatic neighbor-note embellishment of C, E and 
G, and the highest ascent on the keyboard in the entire cadenza t o a 
high C: 
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If neither this sweeping gesture nor the previous trill are sufficient 
notice that the cadenza is nearing its conclusion, the ensuing G in the 
bass, the lowest registral point 1n the entire cadenza removes any 
shadow of doubt - it is hammered relentlessly an octave higher 1n m. 125 
as if to say "yes, now I am serious about this dominant seventh chord-
here is the G that you have been waiting for". 
These factors combined allow Beethoven to signal the return of the 
orchestra without the traditional solution to the cadenza - namely the 
concluding trill. The punctuated dominant seventh chords in m. 25-26 
separated by rests prepare the listener. The almost humorous final 
punctuation marked piano in m. 126, followed by a measure of rest 
provides a new and dramatic segue to the orchestra's brash return marked 
triple forte. It is an effective climactic point following the 
composer's masterful delay of the inevitable for a huge stretch of in 
excess of twenty-five measures following m. 100, where this musical 
filibuster began. 
Harmonic Structure 
In order to facilitate the sifting through the welter of detail 1n 
this cadenza I will, where relevant , compare certain aspects of the 
third cadenza with the first two cadenzas hitherto examined. This will 
crystallize both the similarities as well as important differences 1n 
the harmonic structure between this and the earlier cadenzas. 
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The linear analyses in the basic structure and background graphs 
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The basic structure shows the important points of arrival following 
the opening tonic - E minor, iii 1n C major, in m. 18, C minor, the 
parallel minor, m. 65, and the V at m. 100. The top voice structure is 
quite simple, the E of the six-four at the commencement of the cadenza 
is prolonged through the mediant section, and resolves to D of the 
dominant through the passing E-flat which is supported by C minor. 
The background graph fleshes out the tonal activi ty between the 
E minor at m. 18 and the C minor at m. 65. The tonality of the second 
theme section 1s of special interest; its appearance in D-flat has been 
the primary focus of many commentaries on this cadenza. Tovey refers to 
the third cadenza's tonal "voyage round the solar system", 4 ' the second 
theme appearing in ''vastly remote keys''. 4 ' Denis Matthews wrote: 
"Whereas Mozart's cadenzas remained poised in or around the 
main key, for all their subtle play with Neapolitan 
inflections, Beethoven barred no modulation , however distant. 
The memories of second themes in particular invited surprising 
key colours: D flat in the third of the C major cadenzas ... "•• 
But the general perception of the relationship between the tonic and the 
Neapolitan has hitherto not taken into accoun t the relationship of the 
D-flat/C-sharp axis to the larger structure of the mediant tonality- E 
minor, a point that I had raised only briefly earlier in this chapter 1n 
my discussion of the compositional detail in the modulation from E m1nor 
to D-flat major, m. 18-35. This important element will be explained 
subsequently. 
4 ' Tovey/ESSAYS, p. 67. 
4 7 Loc. Cit. 
41 Matthews/CADENZA, p. 1206. 
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We can see 1n this graph that the bass motion of a major third C to 
E, m. 118 and E back to C (though in the minor) , m. 65 governs the first 
half of the cadenza. Within the prolongation of E minor, m. 18-59, 
another third relation can be observed; E minor descending to D-flat 
major. This D-flat then converted enharmonically to C-sharp minor 1n m. 
44 before descending to the dominant of E m1nor - B in m. 58. The D-
flat - C-sharp prolongation is the area of the second theme, whose 
harmonic function is most important as the submediant major-minor within 
E minor, the mediant of C major. It is another mediant relationsip 
within the mediant prolongation of E m1nor. 
The top voice also reveals an important third relation, from E, m. 
18 as it ascends a major third to A-flat, enharmonically changed to G-
sharp which returns through F-sharp to its source - E, m. 59. 
f'l . J'i .i·q 
In m. 59-65 a remarkably similar descent of a third ensues, though 
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M. 65-71 prolong the second major tonal area - C m1nor, primarily 
through a motion to the subdominant, F minor, in m. 68. The long 
expanse from m. 71-100, which will be more detailed in the background 
graph, concerns the return from C minor to the final dominant. The 
primary harmonic pathways are from an F-sharp diminished-seventh chord 
resolving to a D applied dominant chord in six-five position; 1n other 
words the crucial E-flat resolves to the D, thus changing the chord 
quality to the stability of an applied dominant - seventh: 
(II. 11 7). <JJ. roc 
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As we compare the basic structure with the background graph, the 
area I just highlighted will gain in detail as some of the harmonic and 
melodic contours grow to bear strong resemblance to the surface detail 
of the cadenza. 
The tonal stucture from the opening imitative section to the 
relatively stable E m1nor section in m. 18 1s divided into two halves: 
the first creates a loop, m. 1-7, where the motion returns to the tonic 
in the bass. This occurs within the imitative sequences discussed 
earlier where the opening C descends to A, the V of ii, D minor, 
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followed by a brief dominant in m. 7 and back to the tonic in the bass 
at m. 8. However, this tonic contains B-flat, the seventh, creating 
impetus for a second motion, which ascends diatonically in the bass, C, 
D, to E m1nor with intervening chromatic steps C-sharp and D-sharp. 
These chromatic half-steps, if we can recall in fantasy-measures 12 
and 17, resolve a third down to the roots of the applied dominant-
seventh chords: 
In these first seventeen measures the prevalent top voice activity 
is that of an ascending line from the parenthesized E in m. 1 ( it is not 
written but assumed within the opening unison C's as they continue the 
six-four chord at the fermata ) up through C in m. 17 - follow the slur . 
We have already witnessed the contraction and expansion of musical 
ideas within the cadenza. In m. 18 we again see evidence of the 
contraction technique in the top voice. The same ascent from E to C 
occurs within a much shorter musical space than before of just five 
measures, between m. 18-23 also marked in the graph by a slur. 
The top line accelerated ascent from E to C in m. 18-23, 1s 
accompanied by diminished-seventh chords before the important harmonic 
stable point at m. 26 . There the A-flat in the bass prepares for t he 
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second theme entry 1n D-flat/C-sharp acting as the dominant - therefore 
the bass note E at m. 18 ascends an enharmonic major third to G-sharp / A-
flat before reaching the D-flat section. 
In the next section, m. 59-65, where the bass descends a major 
third to C natural, we get a clearer picture of the harmonic and 
thematic sequence that connects E minor and C minor . It is theme 3C 
that contains sequential applied dominant progressions that successfully 
erase all vestiges of E minor by the time C minor is reached via the 
descent through D minor . 
From m. 65-71 theme 3C still dominates the musical fabric as 
evidenced by the obstinate continuation of repetitive sequences of 
applied dominants and here, resolutions on F minor, E-flat, C m1nor, A~ 
flat and F minor - all these triads orbiting within C minor. The 
prolongation of C m1nor 1s also clear in the top voice as we see the E-
flat in m. 65, (an important chromatic structural voice as shown i n the 
basic structure reduction) prolonged through m. 70 and in the fol lowing 
measure, m. 72 descend an octave. 
The improvisatory sounding measures, 70-99 can be reduced to a 
motion in the bass from C through F-sharp to G. In m. 71-98 we see the 
long-range harmonic progression and the intermediating passing chords 
between the F-sharp diminished-seventh and the F-sharp V six-f ive: 
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The passing G dominant seventh in four-two position and especially 
D minor chord in first inversion, contribute to the expectation of an 
impending six-four at m. 100 which 1s cleverly delayed until the arrival 
of the penultimate dominant at m. 124. We also see that the uppe r voice 
D resolves from the E-flat of the diminished seventh chord i n m. 72 
above the G four-two. From there neighbor-note figures surround the D, 
such as the C-sharp atop the E diminished-seventh chord. 
M. 101-107 show the next relatively stable tonal area since the 
second theme group - the closing theme 3A in G major. The slurs 1n the 
right hand demonstrate the successive ascent of thirds within the 
extension of this theme. By m. 108 the seventh, F natural, converts the 
dominant key area to a V of the tonic, a retransitional technique that 
is quite common in sonata development sections of Mozart, Haydn and 
Beethoven. 
In summary, we witness a tonal plan in this large-scale cadenza 
that is far more adventuresome than the tonal plans of the first two 
cadenzas. The harmonic plans of the first two cadenzas betrayed many 
similarities ot tonal design: both employed the flatted third, E-fla t , 
to bisect the two poles of opening tonic and closing dominant, or, in 
other words , the minor form of the tonic prolonged the cadenza: (G)-C-E-
flat-G. The harmonic link between the C major-minor axis and the 
flatted mediant-E-flat, the B-flat applied dominant, appeared in varying 
ways in both cadenzas, functioning as as an important point of formal 
articulation, preparing for the arrival of the subsidiary thematic area 
which coincided with the flatted mediant tonality. Two major 
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differences distinguish the tonal plan in the third cadenza from the 
first two: the diatonic form of the mediant is used - E minor, rather 
than E-flat, which emanated from the C minor. Nevertheless, the further 
use of another mediant - the enharmonic variants of D-flat major/C-sharp 
minor on a lower structural level arises from the major form of the 
mediant - E major. This relatively foreign key area further heightens 
the shock of the return to C minor preceding the final dominant of the 
cadenza; unlike the previous two cadenzas the mediant here both precedes 
and succeeds the second theme group. This factor allows for the 
tremendous expansion of the cadenza's proportions, for it delays both 
the entrance of the second theme as well as the return of the final 
primary thematic material. In contrast to the first cadenza, here the 
function of the modulatory aspects of theme 3C are successfully fused 
with the crucial and dramatic tonal motion away from the mediant minor 
back to the tonic minor as explained earlier 1n reference to C. P. E. 
Bach's rules concerning remote modulation 1n the fantasy. 
Rev iew of Thematic Interpenetration 
Second Theme Group . 
Both the first and third cadenzas of op. 15 introduce the second 
theme through a long scalar passage, though in the third cadenza the 
scale passage is already based on the tonic instead of the dominant. 
Both second theme areas are stated in different harmonic guises; in no. 
1 it appears briefly on E-flat, F minor, and G minor; the G minor 
through extension becomes the dominant of C minor, in a nearly exact 
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duplicati on of m 49-72 of the exposition. In no. 3, the second theme 
begins in D-flat maJor, the Neapolitan, immediately followed by the 
parallel m1nor version, enharmonically converted to C-sharp minor, then 
fragmented and developed. 
The second cadenza presents a new approach to the quotation of the 
subsidi ary theme group: rather than the customary treatment of the 
second theme in this clearly delineated new section following the 
traditional fermata at the mi dpoint of the cadenza and a connective 
scalar passage , Beethoven instead quotes the closing theme from the 
exposition. The second theme, on the other hand, i s sub tly s lipped 1n 
without preparation, i n the tonic key, reharmonized from its original 
appearance, and most importantly , it corresponds melodicall y t o an 
obscure fragment of the second theme's original appearance in the second 
half of a phrase in t he orchestral preamble to the piano ' s presentat ion 
of t he theme in the exposition. In other words, Beethoven employs a 
decept i on similar to the false recap itulat ion that appears in many of 
his deve lopment sect ions - a technique he learned well from Haydn. 
Closing Theme 
Because the first cadenza breaks off in t he midd l e, we cannot know 
whether Beethoven intended the closing theme for inclusion. Cadenza 
no. 2 qJotes the closing theme in E- flat, the same key used in t he f i rs t 
cadenza for the second theme group, and interestingly, the same key used 
for the sec ond theme in the orchestral exposition. The quota tion v ery 
brief , like all t he other themat ic reminiscences of the second cadenza 
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expands by means of the placement of the theme's melody on the dominant 
minor, m. 20, before the extension of the latter half of the theme on 
the third and fifth of the mi nor dominant: 




In cadenza no. 3 t he closing theme appears in the dominant key 
before developing the theme and converting the dominant key G major to 
the dominant seventh of the tonic. The techn i que of stating theme 3A 1n 
the bass as the impetus for development quite resembles t he technique 
used in cadenza no.2, though the arpeggiat ion of thirds extends as far 
as the ninth of the G domi nant seventh: 
The appearance of the ninth as emphasized 1n this manner 1s rarely to be 
encountered in Beethoven. We tend to see 1n Beethoven ' s middle- period 
manifestations of the ninth in the minor key, as for example in the 
opening of the first mov ement of the string quartet op. 59, no. 2 , where 
the minor ninth above the dominant seems to ar i se from the germinal 
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half-step motive. Rather than resulting from motivic development, the 
ninth here appears to add color, embellishing the arpeggiation of the 
dominant seventh chord in thirds. 
Opening Gestures 
The opening gestures in cadenzas 1 and 2 share similar 
dispositions: both sequential , both stating the 1A theme in t he bass 1n 
octave leaps, harmonized in thirds and interspersed by r ight hand 
interpolations of parallel sixths in eighth notes 1n no. 1, and 
ascending and descending sixteenth-note scales in no. 2. In no. 1 the 
ascending bass note gesture breaks after attaining the third, E before 
the onset of tonal wandering; in no. 2, the ascent goes as far as t he 
dominant G before digressing towards the next tonal center: 
rto. :l.. 
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The Basic Harmonic Structures 
Compar i ng the harmonic foundations of these caden~as reveals, one 
of the major issues of the cadenza ' s creation- the issue of the means 
of delaying the resolution of the cadential six-four to the fina l 
dominant preceding the tutti. In Mozart's cadenzas the issue of the 
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early appearance of the dominant and its frequent alterna tion with the 
tonic is not problematic because of the brevity of his cadenzas and 
their thematic and harmonic restrictions to the first theme, if any, and 
to the tonic-dominant harmonic axis. In Beethoven's op. 19, the size 
and scope of the cadenza expands greatly within the fugat o procedure, 
and even though a subsidiary theme appears, the Mozartian proscript ion 
of tonal limits holds sway as the tonic and dominant polarity g overns 
the tonal limits of the cadenza. 
Here in op. 15 we see Beethoven beginning to grapple with a new 
technique of cadenza compos ition, one in which the tremendously expanded 
proportions of the cadenza due to multiple thematic deve lopment and an 
extended tonal palette must avoid the pitfall of obscuring the 
fundamental dramatic gesture performed by the cadenza - the resolution 
of the cadential si x-four to the dominant . The early appearance of the 
dominant, or especially the tonic in the body of the cadenza lessens the 
dramatic impact of the six-four's final resolution to the dominant. The 
third cadenza of op. 15 steers clear of this problem and appears to 
serve as a model for all of Beethoven ' s later cadenzas. 
I believe that the premature closure on the tonic in cadenza no. 1 
might have forced Beethoven to start anew, salvaging some of his ideas 
and rebuilding them in the third cadenza. The second cadenza, which 
offers unusual solutions to the second theme statement , also betrays an 
early arrival of the dominant before modulating to the flatted mediant. 
Review the basic structure graphs to see: 
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The harmonic movement 1n no. 1 works qu ite well, especially as the 
moti on from the flat III to the V clearly derives from the exposition. 
Nevertheless, the origina l context of the harmonic sequence in the 
exposit ion d iffered, s o that the thorniest problem would be a seamless 
graft i ng of the conclusion of this passage m. 44-47 onto the remainder 
of the cadenza. 
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Perhaps Beethoven's intention had been to eventually change the 
G minor section commencing atm. 35 to the V7, as he succeeds doing in 
cadenza no. 3, and in op. 37; however the inevitability of the tonic 
present 1n the original passage in the exposition m. 73-75 creates 
structural problems 1n the first cadenza. At m. 47 in the first op. 15 
cadenza, the harmonic implication amidst the two-part counterpoint 
cannot be other than that of a dominant in first inversion: 
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Through extensive scale passages 1n contrary motion 1n m. 48-55 the . 
inertia of the dominant builds to a feverish pitch, ultimately careening 
into an octave C, the tonic. 
Had the dominant been developed further, eventually landing on the 
cadential trill, the cadenza might have succeeded. The resolution of m. 
45-55, to the tonic however leaves theme 3C little room to effectively 
increase the drama, resulting in a superfluous and generally anti-
climactic afterthought to the premature harmonic closure on the tonic. 
In other words, had Beethoven wished to develop more thematic material, 
then he should have made some adjustment to avoid the tonic's early 
appearance. 
The second cadenza betrays a similar problem of premature closure, 
though not so acute as the first cadenza, because the dominant , which 
appears early 1n m. 11-13, becomes easily forgotten in this fast-paced 
rather terse cadenza. At the cadenza's conclusion the tonic six-four 1s 
substituted in the minor, m. 29 as a passing harmony within the 
prolongation of F-sharp in the bass, the leading tone to the dominant as 
I point out in the background graph. This technique appears in the 
cadenza to the first movement of Mo~art's concerto in A, K. 488, m. 
17-18, and frequently appears 1n sonata development sections as well. 
It is difficult to surmise whether 1n this case Beethoven 
overcompensated for fear of introducing the tonic too early 1n the 
117 
cadenza, and therefore chose to conceal the nature of the tonic six-four 
by stating it in the minor, especially since this cadence appears only 
four measures prior to the ultimate trill. 
In the third cadenza we see that Beethoven exercised extreme 
caution not to emphasize either the tonic or dominant any earlier than 
the final cadential section. One coul d argue that both tonic and 
dominant harmonies occur in m. 7-11, but they must be intentional 
manipulations meant to decei ve the listener's expectations, as the 
dominant harmony in m. 7 resolves to what appears to be a C-dominant 
seventh of F, the subdomi nant, resolving chromatica lly instead to a 
diminished-seventh chord - see score. 
In the background graph, we saw that the C m1nor tonal area, m. 
65-71 was the most complex in the cadenza as it arose within the 
continuous barrage of modulations in circle of fifths and other local v-
I harmonic sequences endemic to theme 3C. Perhaps its use as a tonic 
substitute within the parallel minor in cadenza no. 2, was an idea 
Beethoven explored in greater depth here, not only as a cadential six-
four , as in no. 2 but a longer pro longation in root position which, 
because of its minor mode could associate freely with other tonalities: 
i.e., F minor, E-flat, A-flat, without falling into the trap of 
premature harmonic closure. 
Resemblance of Thematic Use 1n Cadenza no. 1 and Cadenza no. 3 
Cadenza no.l: lA E lA 3B lA E 2 lA E 3C (incomplete) 
no.3: lA E lA E lA E 2 lA 3C lA E lA E 3A E lAE 
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If we return to the thematic charts presented on p. 40, 52 and 71, 
after having gone through all three cadenzas, it will become apparent 
that there exists a convincingly strong relationship between the 
blueprints Beethoven used in ordering the thematic presentations of both 
the first and third cadenzas. 
The possiblity that Beethoven reworked caden~a no. 1 leading to the 
overwhelming and masterful solution of cadenza no. 3, had been proposed 
earlier in this chapter. The issue of premature harmonic closure was 
discussed in the first cadenza. Now, the focus shifts to the 
interaction between harmonic and thematic procedures and a compar1son of 
their workings 1n both cadenzas. The two decisive factors that hinder 
the success of the first cadenza appear to have been the particular 
choice of second theme quotation and the contextual harmonic placement 
of theme 3C, the precise place where the cadenza breaks off. 
The quotation of the second theme in cadenza no. 1, m. 21- 44 nearly 
duplicated the original passage in the exposition, m. 49-70. Especially 
unusual was Beethoven's extension of the second theme quotation through 
the beginning of the original transition passage from the exposition, 
which had begun on an announcement of the lA motive on G in imitation, 
m. 73-75. 
As we will encounter in the later cadenzas, Beethoven preferred 
when possible to employ imitation, because it added to the principal 
theme a sense of of majesty and importance, and served to stimulate 
further development. The advantages of employing 1A in imitation 
probably tempted Beethoven to borrow from the exposition, because it 
would then enable him to present the principal theme within such an 
imitative setting while simultaneously quoting from the exposition. 
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That Beethoven chose this particular man i festation of the 1A imitation 
in the dominant, G however, led ultimately to a dead end, because the 
prolongation and dramatic intensification of the V in the cadenza, m. 
48-55, which developed as a natural outgrowth of the dominant key, would 
have demanded inevitably demanded a premature concluding trill and 
return to the tonic at the return of the orchestra. 
It seems , therefore, that Beethoven had to approach the harmonic 
structure and the environment in which to present his theme following m. 
20 in cadenza no. 1 in a new and productive manner. In some ways the 
first half of cadenza no. 2 models itself on the harmonic patterns of 
the first twenty measures of no. 1, particularly i n the motion from the 
tonic to the applied dominant of flat-III, B-flat , and the employment of 
theme 2B within the scalar connective tissue. Of course, similarities 
notwithstanding, Beethoven experimented with the early false appearance 
of the second theme, reharmonized within the tonic key, and saved the 
flatted mediant for the closing theme, which in the thematic sense 
demonstrated a distinctive departure from cadenza no. 1. 
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The first issue Beethoven solved in his construc tion of cadenza 
no . 3 reaped major rewards in two particular areas - the opening of the 
cadenza, and the second theme portion: by severing the imitative 
announcement in G major from its association with the second theme, 
quoted in the first cadenza from the orchestral exposition ( cadenza 
no. 1, m. 21-47), Beethoven secured the use of the imitative section 1n 
a strategically effect ive position - the opening of the cadenza. To do 
this he merely quoted the original imitative portion that followed the 
G major imitation in the exposition beginning on C, m. 76, omitting the 
first three measures in G that he used in cadenza no. 1: 
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The statement of the second theme in D-flat in cadenza no . 3 , now 
freed of the added imitative section of cadenza no. 1, flows very 
smoo thly into the dramatically e ffective fragmentation and development 
of the second theme, in an imaginative manner, employing the repetition 
of the theme in the parallel minor, m. 44-49 . When compared side by 
s ide, the direct quotation of the second theme from the exposition in 
the fir s t cadenza seems stiff , and actually quite pedestrian, in light 
of the boldness and creativity of its use in the third. 
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That the D-flat tonality returns to E m1nor brief l y, before 
travelling to the final dominant thus affords a smooth transition to 
theme 3C in m. 57-61 of the third cadenza, free of the menacing trap of 
premature closure encountered in the first cadenza. The skillful manner 
in which theme 3C in the bass outlines a diminished fifth while 
conversing with the simultaneous development of themes 1A and 2, in m. 
55-60 marks an improvement over the sudden introduction of theme 3C 1n 
cadenza no. 1, whose effect seemed anti-climactic when it emerged 
tentatively following the enormous build-up of tension resulting from 
the tumultous barrage of scales and broken octaves of the previous eight 
measures. 
Beethoven's greatest stroke of genius, however, can be observed in 
his new approach to theme 3C . It occupies the same position within the 
parade of themes shown by the chart comparison, but the musica l context 
changes entirely, s o that dramatic flow cont i nues unh i ndered by the 
problems that beset the first cadenza . 
The original context of theme 3C in the concerto exposition, m. 23-
had been a sequence of two-fold repetitions of applied dominants within 
G major. In both four-measure phrases the harmonic progress ion had been 
closed , in that the phrase began on the V of G, gravitated toward the 
subdominant, C and cadenced on G, the local tonic. The harmonic 
reduction of theme 3C might refresh our ~emories: 
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As the first quarter-note in the measure, which concludes the previous 
phrase did so on a tonic chord, we see the circularity of the harmonic 
progression, returning to its source. 
Beethoven exploited the strongest stylistic gesture within the 
theme 3C complex, the sequence of applied dominants, redesigning the 
shape of the progression to initiate an open-ended tonal motion. By 
rerouting the bass motion in a descending rather than the original 
ascending pattern, the circle of fifths could effortlessly carry the 
motion from the tonal world of E minor to the to the dis t ant sphere of 
C minor by m. 61-65: 
- - , 
The dramatic intensity of the 3C section in cadenza n o. 3 
effectively increases in this expanded eleven- measure version through 
the variation of sequential repet itions as well as the alternation of 
the triplet theme from the left to right hand, coincidental with the 
arrival of C minor. In m. 69-71 the d i minution of the triplets running 
in contrary motion, then paves the way for the subsequent expansive 
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section which relentlessly builds to the V of V, preceding the closing 
theme, m. 72-100 . 
Once again, the comparison of the analogous 3C section in cadenza 
no. 1 with this deftly developed version in cadenza no. 3 reveals the 
pitfalls inherent in the incorporation of literal quotation 1n cadenza 
no . 1. We see similar problems besetting the composer in his literal 
quotation of the second theme in the first cadenza, namely that the 
quotations from the exposition determined to too great an extent the 
harmonic direction and dramatic pacing of the cadenza, thus leading it 
down rocky paths that would be its eventual undoing. The careful 
changes that we witnessed in the third cadenza demonstrate that by 
manipulating the themes in a developmental way, Beethoven could better 
control and bridle the pacing of the cadenza, thereby making it master 
of its own destiny rather than subservient to the forces of the original 
thematic material. 
Conclusion 
From the analysis of the three cadenzas for op . 15 we have seen 
evidence of Beethoven's creative process, from the mistakes of the 
first, the experimentation in the second, to the expansion, drama and 
sophistication of the third, which in my view, is the most successful of 
them. In regard to the objections raised to the strange cadential 
harmonic structure in the connective passage to the closing theme 1n 
cadenza no. 3, m. 100 , the purposefulness of the passage and the 
elements of improvisational unpredictability captured in the written 
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mus1c have been explained . If this writer had any reservations at al l 
about the third cadenza, they would be based on the premature arrival on 
D-flat, the contrasting key of the second theme in the transitional 
scalar passages in fantasy-measure 34, a place normally reserved for the 
prolongation of the applied dominant of the Neapol i tan, wh i ch should 
have been A-flat. The syntax of this passage resembles the conc l uding 
scalar place in the op. 19 cadenza on the tonic B-flat, wh i ch 
ant i cipates the arri val of the tutti on the tonic, B-flat, bu t neither 
of these idiosynchratic passages should impede the cadenz a ' s acceptance 
and use ; no revision would seem i n order. 
Certain techniques utilized in the lyrical theme area in op. 19 
recur 1n op. 15 no. 3: the repetiti on of the second theme in the 
parallel minor, following the first statement of t he theme i n the ma jor 
key; and the long ser1es of scalar parallel extensions of the dominan t . 
In op. 15 , however, Beethoven saves the latter technique f or the closing 
theme group. Probably the most signi ficant factor common to both the 
op. 19 and op . 15 no. 3 cadenzas is the attempt to alter the heretofore 
conventional final cadential trill: 1n op. 19 Beethoven dispenses with 
it entirely, 1n part, because the dominant resolves to the toni c before 
the cadenza's conclusion; whereas 1n op. 15 no . 3 , the cadential trill 
is followed by several long, fantasy-measures of figuration on and 
around the dominant thereby changing the signal of the orchestra ' s re-
entry from trill to short burs t s on the dominant chord. 
Op . 15 no.3 appears to be the first cadenza to fol l ow op. 19, and 
op . 15 , · nos. 1 and 2 successfull y sustain the drama of themat i c 
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presentation working in tandem with the harmonic structure. It departs 
from the Mozartean model of dominant-tonic alternation within the 
cadenza that Beethoven had imitated in op. 19. The sense of freedom of 
improvisation and control of thematic development merge into a new type 
of cadenza that modu l ates freely, but carefully avoids the dom i nant-
tonic axis until the final section, ushering in the tutti with the 
Beethovenian sense of inevitability. This new format will predominate 
Beethoven's next major cadenzas for the third and fourth concertos. 
Postscript: A Recent Completion of op. 15 
In light of the findings in this chapter, the issues raised i n 
Edward T. Cone's article "A Cadenza for op. 15", in a recent collect ion 
of Beethoven Essays'' deserve comment. My critique di v ides i n to two 
sections: first, a summary and commentary on Cone's basic premises 
which expl i cate his undertaking of the cadenza's completion; then a 
review of the specific places in Cone ' s cadenza with which this writer 
takes issue. 
The Premises 
Cone begins by posing a rhetorical question; s1nce we a l ready 
possess two of Beethoven's cadenzas to op. 15, ( the long one widely 
admired and the short one, a less e l aborate version), "then why should 
anyone try to compose yet another?' ' His answer includes three 
reasonable motivations from the perspectives of three different types of 
musicians: foremost is the analyst , clar ifying "an important but 
'' Lockwood/ESSAYS, p. 99-105. 
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somewhat obscure relationship [from the body of the concerto] that might 
go otherwise unnoticed"; 50 the pianist, who could exploit his or her own 
technique; and the composer, who could manipulate Beethoven ' s materials 
1.n a new way. 
The primary thrust of Cone's argument stems from the first of 
these, i.e., the analyst involved in "the clarification of an obscure 
relationship" . He introduces this factor by way of analogy, where he 
first cites a precedent for the clarification of an obscure relationship 
at the beginning of the cadenza for op. 37 : 
" ' ·a ; : : : : : , ., 
I 
~ - .. -
Here two versions of the principal theme are combined i n imitative 
counterpoint in the opening measures. This example, according to Cone 
represents a clarification of a motivic relationship in the exposition, 
that may have gone unnoticed, had it not been so clearly delineated in 
the cadenza. Cone believes that a similar situation exists in op. 15 
though it may be both less and more complex - namely the relationship 
between the opening piano introductory material at the commencement of 
the solo piano part in the first movement exposition, and its subtle 
variation within the opening measures of the development section: 
5 ° Cone/OP. 15, p. 99. 
"Yet I am convinced that the connection is real and moreover 
that it involves a formal parallelism that Beethoven, 
according to the evidence of the other concertos, was careful 
to articulate". 51 
Cone's motivation 1n emphasizing this parallelism appears to 
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emanate from a need to stress the unexplained exception of op. 15 with 
Beethoven's other piano concertos , because of all the piano concertos, 
op. 15 is the only one not to restate the introductory Eingang-like 
material in the opening of the piano exposition, m. 106-114 at the 
commencement of the development section: 
"Most frequently this entrance is simultaneously a bridge and 
an introduction, somewhat like an improvisatory Eingang: the 
upward scales of the Third Concerto, the tritone elaborations 
of the opening motif of the Fourth, the rising chromatics of 
the Fifth .•.•. In contrast, the opening piano solo of the 
Second Concerto is devoted to a new theme rather than 
transitional material; yet it too recurs at the beginning of 
the development, as happens in concertos Three, Four and 
Five" ...•.. What then of the First Concerto? Is it a lone 
exception, as one is led to bel i eve by the contrast between 
the four-square solo theme of the exposit ion [measures 
106-108] and he rhapsodic arpeggi ations that inaugurate the 
development [measures 266-280] ? • . •••.• On the contrary; closer 
attention to the melodic flower i ngs of the First Concerto's 
arpeggiations will discover there a variation of the theme of 
the exposition [see example 2a-b]: 
E.~mple 2 
If this interpretation is valid, then the exception i s only an 
apparent one that does indeed confirm the rule. Such a 
conclusion is supported by another reference to the same theme 
during the development. The staccato triplets that enter 1n 
measure 293 suggest both a further variation and a quasi-
diminution, [example 2c]: 5" 
51 Loc. Cit. 
52 Cone/OP. 15 , p. 100-1. 
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After pointing out this important connection of the introductory 
theme and the development section, Cone suggests two more relationships 
that are worth emphasizing in his cadenza: the resemblance of the 
introductory theme to the second theme, as well as "the amusing echo -
probably coincidental of another familiar C major concerto in 
Beethoven's closing theme (measures 87- 90) . 53 
Near the conclusion of his article, in passing, Cone mentions 
Beethoven's incomplete cadenza for op. 15: 
"It seemed worthwile to bring all these identifications into 
the open, not just as an act of analysis, but also as a 
musical demonstration. The revelation of relationships 
between ' these passages might well constitute the climax of a 
cadenza. I was encouraged to write one by the fact that 
Beethoven himself had already done half the work for me in a 
third cadenza, which he left unfinished; it breaks off after 
sixty measures, during a passage of increasing excitement that 
might well have led to its climax. So I began where Beethoven 
left off and very soon (measure 74) found an opportunity of 
introducing the crucial material •.• ". 54 
Cone specifies the analytical aspects in his completion of Beethoven ' s 
cadenza, by stressing the fact that he has maintained historical 
authenticity in his solution in order to remain consistent with the 
53 Ibid., p. 102. 
54 Ibid., p. 101. 
original Beethoven cadenza: 
"Because of the wide keyboard range (F' to c'' '' ) used by 
Beethoven in the three cadenzas .•. . .. ! have taken advantage of 
this range, but I have not exceeded it. I have added a few 
dynamic markings and articulations in (square brackets ) to 
Beethoven's sparse ones. Otherwise the first sixty measures 
are as he left them with the exception of my [Cone ' s] octave 
transposition of the last three notes in the left hand at 
measure 60". 55 
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Before presenting us with his completion of the original Beethoven 
cadenza, Cone reveals his initial inspirat ion for under t a king this 
approach towards the clarificat ion of subsidiary i deas fr om the 
exposition within the body of the cadenza. It emanates from Tovey ' s 
well-known quotation regarding the first cadenza of op. 15 : 
"I cannot help wondering whether Beethoven could not have made 
something almost as great [as the long cadenza] out of his 
first cadenza, which he left unfinished just after it had 
developed on lines calculated to bring certain discursive 
passages of the tutti into closer organic connection with the 
whole" . 5 ' 
Cone then concludes: 
I am not sure just what Tovey had in mind, but in a sense I 
have p i cked up the gauntlet by trying to demonst r a t e an 
organic relationship between two apparently dispara te sec tions 
of the movement . 57 
Following this synops i s of Cone's ma1n arguments stating his 
premises for undertaking this task, I will now comment on his ma 1n 
points in the same basic order. 
55 Cone/OP. 15, p. 102. 
56 Loc. Cit. 
51 Loc. Cit. 
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Cone ' s opening rhetorical question poses procedural rather 
substantive problems : He began by mentioning the second and third 
cadenzas so we must assume that he really asks whether another Beethoven 
cadenza , even if completed would be superfluous, considering the 
existence of no . 2 and no. 3. This ambiguity allows Cone to sidestep 
the controversial aspects inherent in an attempted completion of an 
original composition by Beethoven - surely a formidable, if not 
impossible task. The way the first paragraph reads, Cone's phrase could 
also be construed as a reference to the multitude of nineteenth and 
twentieth-century cadenzas intended for use with Beethoven's original 
concertos; are they superfluous as well? This issue will remain 
ambiguous until only the conclusion of this article. 
The fundamental problem underlying Cone's basic prem1se can be seen 
wi thin the quotation cited above, p. 123. Cone seeks evidence from the 
other Beethoven concerto expositions rather than from the body of 
knowledge available to us from the cadenzas themselves. Even the one 
actual analogy drawn from another Beethoven cadenza, 1n this case op. 
37, seems limited in its applicability to op. 15 for the following 
reasons: 
a ) The opening of op. 37 develops simultaneously two versions of 
the principal theme derived from the same melodic germinal motive , a 
situation that is not, in fact parallel to the relationship between the 
introductory Eingang and the first theme, which do not share the same 
musical germ. 
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b) One should bear in mind that this "clarification", if one is 
willing to accept the term, occurs at the commencement - not the 
conclusion of the cadenza. None of the other Beethoven cadenzas 
develops any introductory material in either commencement or concluding 
sections, primar i ly because the outer sections are consistent ly 
concerned with the IA thematic materia l exclusively , the dev e lopment of 
subsidiary mater i al being reserved for the middle sect ion in a 
consistent manner as well. 
c ) The notion that the i ntroductory ma te r i al is rather sub tly 
adumbrated in the opening measures of t he development secti on , thus 
confirming its uniformity with the other Beethov en concertos, mus t be 
regarded at best as extremely tenuous. While it is true that m. 266-270 
in the development section of op. 15 betray the f i rs t half of an 
antecedent-consequent tonic-dominant harmonic phrase s t ruc ture, as we 
can see above in Cone ' s ex . 2a-b, 
the lack of a strong correspondence in melodic shape, never the l ess 
argues agains t this assumption. Cone's assertion tha t the triplets 1n 
the bass in m. 293-4! 
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"suggest both a further variation and a quasi-diminution1151 of the solo 
introductory theme appears difficult to accept, when consulting the full 
score , which reveals the development, not of the solo introductory 
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It seems that Cone has undertaken to solve a problem which , 1n fact 
never existed, because op. 15 does not state the introductory mater i a l 
at the beginning of its development section, and therefore lacks the 
••correct tt approach of Beethoven • s other cadenzas. What makes Cone think 
that a function of the Beethoven cadenza , is to clarify ambiguities of 
the exposition? Examination of them as a body does not clearly reveal 
any such role. Moreover, Cone•s forcing op. 15 into the mold of the 
subsequent concertos , insofar as the inclusion of the introductory 
material at the commencement of the development sect i on , overlooks the 
51 Cone/OP . 15, p. 101. 
59 Loc . Cit. 
special idiosynchrasies of this concerto. Two characteristics, 1n 
particular, make this concerto very special: First, the influence of 
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Mozart can be felt in both early concertos , op. 15 and 19. In both of 
these early concertos the melodic quality of the Eingang, imbued with 
the classical four-square antecedent-consequent phrase structure 
di stinguishes them from the later, terse gestural material of concertos 
3, 4, and 5. It i s the sound of these Eingang sections that belies 
their stylist ic affinity to the eighteenth-century piano concert o . 
Notwithstanding the similarities of int roduct ory mater ial in op. 15 and 
op. 19, however , Beethoven treats them differently in the first movement 
development sections; surprisingly enough, he treats the material of op. 
19, the more conservative of the two concertos, in the forward- looking 
manner of the subsequent concertos. Op. 15 , on the other hand, the more 
progressive of the two concertos, conversely displays signs of the 
eighteenth-century tendency tp discard the Eingang from any further 
development i n the body of the concerto. 
Probably the most daring innovation 1n op. 15 which distinguished 
it from the earlier eighteenth century prototype, is the choice of 
tonality for the second theme group in the orchestral exposition: E-
flat. Not only 1s the flatted mediant a significant departure from the 
all-tonic tutti of Mozart, but the means of travelling from C major, 1n 
the tutti of op. 15 toE-flat startles; not through B-flat, the 
secondary dominant of E-flat , as one might well expect, but from the 
dominant, G in m. 46 of the expos ition, which in the subsequent m. 47- 8, 
appears to transform to G minor: 
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Ex. 5: Op. 15 - Orchestral Exposition 
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Through sleight-of-hand we see that the alternation of G and B-flat in 
m. 47-8, manipulates merely the upper part of the E-flat chord r evealed 
1n the following measure 1n the bass at the entry of the second theme in 
the upper voice, m. 49: 
Ex. 6: Op. 15 - Orchestral Exposition 
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Only at the initiation of the development section at m. 257 , does this 
unorthodox harmonic progression from the dominant , G, to the f l atted 
mediant, E-flat involve the B-flat applied dominant so conspicuous l y 
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absent from the orchestral exposition, m.264-265. The connecti ve tissue 
straddling these two harmonic poles of G and E-flat which had been 
juxtaposed so abruptly in the expos ition, consists simply of the pass ing 
note A-flat in the bass, m. 259-261 , and 263, support ing first the 
applied dominant in 4/ 2 pos ition and then a ii6 of E-flat: 
Ex. 7: Op. 15 - Development Sec tion 
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The drama which unfolds 1n m. 257-65, all wi t hin the rubric of the 
declamatory 1A theme, is the revelation of the double-mean i ng of the G 
in the bass i n m. 257-8; rather than t he tonic of G which had preceded 
it , we understand it 1n re trospect as t he third of E-f l at, once the A-
flat is struck in m. 259-60 . This drama begins with the orchestra in m. 
257, which l eads to the piano's ent r ance a t m. 266. I f one compares 
these analogous p l aces in exposi tion and development sec tions , it would 
136 
seem clear that the development section really begins with the orchestra 
in m. 257, on the heels of the dominant, m. 255-6, for in the exposition 
the analogous dominant measures, 45-6, are followed immediatedly by the 
second theme complex. 
At precisely this point, I feel Cone takes an inadvertent turn, 
necessitating a solution to a development section which he feels, begins 
with the piano at m. 266 with the arrival of the strong E-flat with " the 
rhapsod i c arpeggiations that inaugurate the deve l opment, (measures 
266-80) ".' 0 Rather than commencing the development section with th i s E-
flat in m. 266, I believe the true difference between op. 15 and the 
other concertos lies in the fact that it is the orchestra - not the 
piano, which actually initiates the development section . Once the tona l 
drama of m. 257-65 unfolds within the declamatory style of the principal 
theme, no syntactic room remains f or a casual utterance of the bucol i c 
Eingang in fact , the dramatic recall of . theme 1A at the outset of the 
cadenza necessitates an intensification, rather than a relaxation of 
mood . The inclusion of the Eingang at this point in the development 
section would therefore seem after the fact. In other words, there 1s 
no need, from a structural or dramatic perspective, to develop the 
Eingang any further than its initial appearance in the exposition . This 
factor leads me to answer the next point in this discussion - does the 
E-flat at m. 266 , which Cone considers the commencement of the 
development section, really develop a specific motive from the 
exposition? if indeed the Eingang itse l f is not ( in this writer's 
opinion) adumbrated? Interesting enough, Cone gives only passing 
'° Cone/OP. 15, p. 100. 
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reference to the most important relationship of all: the melodic turn 
within the shape of the second theme can be detected 1n m. 107, 109, and 
111-2, of the introductory material in the exposition. Perhaps this 
merely foreshadows the second theme, but nevertheless, it seems clear 
that Beethoven subtly develops not the Eingang but the harmonic 
structure of the second theme which originally appeared in E-fla t One 
has only to compare m. 49-52 in the orchestral expos ition with m. 266-80 




The harmonic reductions above show the place where Beethoven var i es the 
harmonic structure in the development section at m. 274-77 , at t he point 
which the diminished-seventh chord with E-natural rep l aces the 16 chord, 
thus pulling the tonal motion temporarily to the subdominant , A-fl at , 
before closing the progression on the dominant, B-flat. Essent i ally, 
the first gesture of the har monic progression , I, V 4/ 3 , 16 of E-flat 
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major, becomes a catalyst supporting new, free material in the right 
hand. Additionally, the harmonic rhythm in the development section has 
been slowed down because each harmon ic prolongation has been augmented 
from one meas ure in the exposition, to four measures in the development 
section: 
I, 
Ex . 8: Op. 15 - Development Section 
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It s eems to me that the val1d1ty ot tn1s 1nterpretat1on cane~~~ the 
necessity superimposing the introductory material into the development 
section. One might surmi se that had Beethoven wanted to use it, he 
could have incorporated it in as clear fas hion as he had in his other 
c oncertos. If one agrees thus far, that Beethoven did not hide the 
Eingang materia l within the development section, then Cone's primary 
impetus for undertaking the completion of Beethoven ' s cadenza appears to 
have been undermined. 
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As for the relationship of the second theme wi th anothe r famous 
theme from another famous C major concerto, which I assume to be the 
second theme from Mozart ' s concerto K. 503, one can look closer to home 
if one compares this second theme, which is adumbrated in the Eingang, 
with the second theme of op . 37: 
It is only here, at the end of the articl e , tha t Cone e ffortl essl y 
slips in the issue of Beethoven's incomp l ete cadenza. The is sue ' s 
essence founders when Cone refers to the incomplete cadenza as t he 
"third" of op. 15, which Tovey and others had called the first l' 1 Cone 
virtually ignores the important questions regarding why Beethoven l eft 
it in its incomplete state . Cone almost suggests that Beethoven had 
left it for him personally - Beethoven left the cadenza in an i nc omple te 
state so that he (Cone) himself could finish it : 
"I was encouraged to write one by the fact that Beethoven 
himself had done half the work for me 1n a third cadenza which 
he left unfinished." 62 
61 Cone /Op . 15, p. 101. 
n Loc. Cit. 
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Based on the results of my research, which revealed the structural flaws 
1n the first of the op. 15 cadenzas, I see no need to redress the issue 
of completing the first when, in my opinion, Beethoven compensated for 
these problems in the improved version of the third cadenza to op. 15. 
Be that as it may, the fact that Cone stipulates his adherence to the 
confines of the range of Beethoven's piano, as well as remaining within 
basically the same parameters of dynamic markings, tells us beyond a 
shadow of a doubt, that this is truly an effort at completion of 
Beethoven's cadenza, remaining true to the characteristics and physical 
limitations of the instruments of Beethoven's time. It is therefore 
fair game ~or my or any analytical scrutiny to determine the 
compatibility of the new graft upon the original cadenza of the 
composer. 
It seems to me that despite what he claims to be his primary 
approach as analyst, Cone's actual underlying approach betrays the 
desires of the composer, "to manipulate Beethoven's material in a new 
way"' 3 rather than an analyst, since in this writer's opinion he has not 
adhered to either Beethoven's stylistic idiosynchrasies or his general 
cadenza formatting techniques. 
As for Cone's quoting of Tovey's statements on the cadenzas for 15, 
he may have overlooked another important observation of Tovey's which if 
taken in consideration, might have effected his compositional approach 
to Beethoven's incomplete cadenza: 
"Not until the G major concerto did Beethoven follow the 
example twice set by Mozart of letting the solo enter on the 
dominan~ chord with an introductory passage. On the other 
'
3 Ibid . , p. 99. 
hand he follows several examples of Mozart 1n beginning with 
an entirely new theme: 
though unlike Mozart he omits to develop it later, not even 
finding any room for it in any of his cadenzas.'" 4 
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In conclusion, my disagreement with Cone's premises rests upon the 
following: the combination of the Mozartian influence on op. 15, 
particularly in regard to the lack of further reference to the Eingang 
in the development section, and the special nature of the development 
section in op. 15 itself, which begins with not the soloist - but the 
orchestra, addressing harmonic issues in the exposition, eliminates 
Cone's justification for clarifying the "hidden" appearance of the 
Eingang in the development section in the cadenza itself. A close 
examination of Beethoven's other cadenzas reveals that the Eingang 1s 
neither stated nor developed in them. This appears to be a valid 
pretext for not embarking upon the path that Cone takes in his cadenza. 
Finally, based on my findings in this chapter, there seems good reason 
to believe that Beethoven abandoned the first of the op. 15 cadenzas due 
to structural errors that we see him address successfully in the third 
cadenza of op. 15, thus rendering attempts at the first's completion to 
be superfluous. 
Though I disagree with Cone's premises for undertaking the 
completion of the first cadenza, it would seem to be a useful excersize 
in evaluating the places where Cone adheres to Beethoven's tenets, as 
' 4 Tovey/ESSAYS, p. 66 . 
well as those where Cone appears to dev i ate from Beethoven ' s own 
guidelines as seen in his other cadenzas. 
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I will refer to the salient points in this cadenza and Cone ' s 
extension by referring to the measure numbers in question to be followed 
by my comments. The origi nal Beethoven cadenza breaks off after 60 
measures, the ensuing 44 measures added by Cone. 
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Ex. 9 - Cone's Completion of Op. 15 no . 1 
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Cone borrows Beethoven's techn i que by stat i ng the IA theme every 
two measures, such as m.61,63, which he gets from op, 15, nos. 1 & 2, 
and by alternating the theme in the right and left hands, taken from the 
opening of op. 15 no. 3. He also accelerates the principal theme in m. 
68-69 in the left hand, an effective dramatic technique frequently 
encountered in Beethoven cadenzas . 
Cone exceeds Beethoven ' s parameters, however, by a l tering the 
integrity of the original octave range of the principal theme in m. 
63-65: 
Beethoven was consistent 1n all cadenzas, op. 15 and later in not 
changing the intervallic shape of the principal theme . The thirty-
second notes in the right hand atm. 69 exceed Beethoven's fastest 
motion - sixteenth-notes, a factor particularly strange in sound and 
notation, as well. 
M. 70-73: 
The harmonic progression 1n the measures leading up to m. 70 
creates the impression of an ascent from the subdominant, F, 1n m. 67 to 
G ,the dominant, in m. 70. True to the style of Beethoven in the other 
cadenzas, Cone creates a deceptive cadence at m. 70 on the subdominant. 
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(A deceptive cadence on the subdominant occurs in op. 19 as well as the 
subdominant minor 1n op. 37) . 
The problem emana tes however, from within the corresponding musical 
material on the subdominant and and F-sharp diminished chords - they 
impede the force of the dramatic flow that began as far back as m. 45 , 
where following the 1A mot ive, the rising tide of scalar passages in 
sixteenth-notes, followed by e ight-note triplets was initiated, s parking 
the dramatic propul s ion towards the penultimate dominant . It seems to 
me, Cone derived the sequential pat t ern of princ i pal theme 






Ex. 10: Beethoven Cadenza for Op. 37 
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These two passages , however , when vi ewed i n context, function in 
entirely different manners: in op. 37 these measures are expos itory 
appearing 1n the open1ng section of the cadenza. In op. 15 the relevan t 
passage seems to this writer to come after the close of the exposi tion 
because, among other things, the question/ answer configurati on of 
principal theme followed by mus ica l interpolation, defies the gravity of 
the push to the final dom i nant that we see in this port i on of each and 
ev ery of the legitimate Beethoven cadenz as. A glance t hr ough the next 
t en measures neverthe l ess, will perhaps reveal Cone ' s motives 
M. 74-103: 
This final section is certainl y the area where Cone t akes t he 
opportuni ty to demons t rate the kinsh i p between t he Ei ngang and the 
second theme: compare m. 77-78, 82- 83 , with m. 87-92: 
m./7 + !'), 8l. , 
£ 
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One can readily see the clever juxtapos i tion of the two themes in m. 
87-92 by the emphasized differ ence in the rhythmic configuration of t he 
themes, spec ifi cally , the quarter-note commencement of t he Eingang 
contrasted with the half- no t e / quar ter-n ot e shape of the sec ond theme. 
It is als o apparent that the first entry of t he Eingang reference in m. 
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77-78, which contains the harmonic tonic / dominant, antecedent / consequent 
phrase structure, has been prepared by the fantasy-measure 
antecedent/consequent statement / interpolation that I discussed in the 
last paragraph pertaining to m. 70-73. 
Though Cone's ideas are interesting, they contradict the 
Beethovenian cadenza tradition in three fundamental ways: 
la) The Eingang, at no time undergoes development in the other 
cadenzas in question, even in the last three concertos, where it 
commences the development section. Nevertheless, if that had been the 
case, it appears likely that the Eingang development would occur in the 
first of the usual three sections - not the third, which Beethoven 
reserved for lA material. 
b) The second theme, 1s developed, (with the except i on of the 
experimental op . 15, no . 2 and its false appearance 1n the first section 
of the cadenza) in the middle section, which is the mos t stable of the 
three - not fragmented melodically within the final cadential fireworks 
of the cadenza, nor contrasted in juxtaposition with the Eingangl 
2) The harmonic delay tactics that Cone employs also differ grea t ly 
from Beethoven's painstakingly careful method. In fact in th i s wri t er ' s 
opinion, Beethoven's error in this regard, may have prompted him to 
abandon this, the first of the cadenzas for op . 15 . Once the fina l Slx-
four chord 1s stated, the drama of the cadenza has concluded; it leads 
inexorably to the dominant. Cone resolves to the dominant in m. 79-8 1, 
primarily as the harmonic support of the Eingang. In m. 83, he returns 
to the six-four once again, only to extend it with the second theme 
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material until the attainment of the dominant at m. 93-94 , which drops 
to the supertonic at m. 95-96 . One further delay in the use of the 
deceptive cadence on the submediant, supertonic, and subdominant in m. 
97-98 renders the final dominant trill in m. 99 as anti-climactic, by 
Beethoven's standards. We never see the re-appearance of the six-four 
chord once the crucial dominant is resolved form the six-four that is 
prolonged on a large-scale from its declaration in the orchestra at the 
fermata. One need not search far for examples of this purposeful 
Beethovenian technique; it can already be seen 1n the second and third 
cadenzas for op. 15. In the second cadenza Beethoven is so careful as 
to present a passing six-four chord before the penultimate dominant and 
trill in the minor, rather than the major form, m. 29, perhaps to 
surprise the listener in this rather terse cadenza. In the third 
cadenza, which 1S huge and sprawling in comparison to the second, the 
problems of premature closure on the dominant are much greater than 
existed heretofore. It is significant that in m. 101-123, which 1s the 
large third section on the dominant preceding the six-four chord at m. 
124, the closing theme in the dominant key transforms to the dominant 
seventh with the appeareance of F-natural in m. 108. One does not 
encounter a dominant in root position before the real resolution on the 
heels of the six-four chord at the end of fantasy-measure 124. 
3) The third reason is perhaps more subjective than the previous 
points concerned with compositional procedure, for it involves criticism 
of Beethoven's stylistic idiosynchrasies manifested in the details of 
dissonance treatment and harmonic progression. Though these are issues 
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of greater sublety, I will comment on them, not as observations on 
Cone's compositional skills, but again, as issues of compatibility with 
Beethoven's style. 
a) M. 87-92, the crucial measures for Cone where the Eingang and 
second theme are alternated in imitation, contain a resulting a level of 
dissonance not encountered in any of the other cadenzas: 
The lines above indicate the chromatic cross-relations, both 
simultaneous and staggered, while the asterisks signify unusual places 
where the resolutions to the dissonances are shifted metrically, thereby 
considerably increasing the dissonance of the passage . One could argue 
that, in fact, the cadenza to op. 19 contains many cross-relations 1n 
opening fugato section. While there is no question that by virtue of 
the imitative writing, it may .have served as a model for Cone, closer 
examination of the opening to op. 19 reveals that despite the staggered 
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cross-relations, the simultaneous intervals are neverthe l ess cons onant , 
forming thirds and sixths: 
Ex. 11: Beethoven Cadenza for Op. 19 - Open i ng 
fl .. •I r:; ., ... l } D.a· • 
l 
.. .,.....__ 
4J --- I - - ~ ~ ~-
~ \. • 
- . \..1~ ~ 
" - -fl ~·1>..; . ~ I .. 0.· - II .J b-*u I 1 ~ ·' ..JioiJ (b).a ~J ,, ' .I 
l .; - I ' ~ ~ ...... ~ I .. t -=--~ . ~ .. ~ ·:.!' .. -
nevertheless, as i de from the issue of the superfluous six-four chord in 
m. 86, the resulting harmonies in m. 87-92 evoke a cer t a in aimlessness , 
primarily because they are subserv i ent to the imitative interplay 
between Eingang and second theme. Once again , I mus t stress that the 
place for harmonic wandering in Bee thoven ' s cadenzas appears in the 
first of the three sections. Futhermore, this section be trays less of a 
fan t asy-nature than a composed sect ion similar to the cadenza of op . 
19 . The ascent through the dominant in paral l el thirds and sixths in m. 
93-94 sounds extremely Beethovenian. However, Cone diverges from this 
Beethovenian idiosynchrasy by introducing quarter-note t riplets in the 
second half of m. 94. 
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Summary. 
All told, Cone has some very interesting ideas in hi s cadenza. But 
considering that many of them would be more successful at the beginning 
of a cadenza, in addition to the many noticeable departures from 
Beethoven's style, it would perhaps seem a better solution for Cone to 
detach his cadenza extension from Beethoven's first cadenza to op. 15, 
and start anew . His primary thrust would then be, no t as analyst , as he 
states in h i s f irst paragraph, but rather, as composer and p i anis t, t he 
i mpulses which appear to this wri t er to domina te Cone ' s cadenza. 
Chapter IV - Cadenza for op . 37 
Of the five piano concertos, the third, op . 37 can be generally 
considered to be the most popular of t he genre among the musical pub l ic. 
Though it did not break with the earlier concerto tradition as did the 
last two concertos, op . 58 and 73, many of its formal aspects served as 
a model for some nineteenth century pi ano concertos by Spohr, Hummel, 
Chopin and Joachim. 65 Its emotive key , C minor, places this work in the 
category of other composit ions by Beethoven of powerful dramat i c 
content, such as the Fifth Symphony, the Pathetique Sonata and the late 
Piano Sonata op. 111 . Beethoven first performed the work in 1803, 6 ' 
however the composition was completed three years earlier, 61 and the 
sketchbooks reveal that he was working on the concerto even prior to his 
presentation of the first two concertos in their final form in Prague in 
1798 . ' 1 
During the 1790's, Beethoven openly displayed his respect and 
admiration for Mozart's genius, ref l ected deeply in some of his works: 
the Piano Quintet op . 16, String Quintet op. 18 no . 5, and the first two 
65 Tovey/ ANALYSIS, p. 71. 
66 Thayer /LIFE, p. 329. 
6 1 Ibid., p. 259. 
'
1 Ibid., p . 213. 
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Piano Concertos op . 15 and op. 19 and the First Symphony. In the first 
two concertos Mozart's influence pervades the general character of the 
entire composition in phrase structure, harmonic language, and form. 
Even the keys B-flat and C major evoke reference to Mozart's later 
concertos respectively, K. 595 and 503.'' 
Op. 37, on the other hand, can be seen as a transitional work; it 
appears to be influenced by Mozart ' s concerto K.491 in the same key , 
C minor , (r evealing similarities in the first theme and coda), while at 
the same time revealing Beethoven in a more original and less derivati ve 
light. Indeed, Beethoven himself expressed his own satisfaction with 
op. 37, and his preference of it over the two earlier concertos. , 0 
A comparison of the Mozart and Beethoven codas serves as a 
necessary and important preface to discussing the cadenza to op. 37, 
because this nascent development in the piano ' s increasing important 
role beyond the cadenza into the body of the coda itself portends 
significant changes in the nature of Beethoven ' s later concertos, as 
well as the concertos of the nineteenth century. It signifies a new 
trend in favor of the "symphonic concerto", 1n which the contest between 
soloist and orchestra recedes in importance to the sharing of material 
between a dominating soloist and the orchestra. As Ezra Cardener Rust 
states in his study of the first movements of Beethoven ' s piano 
cvncertos: 
'' Einstein/MILITARY, p. 270-4. Mention should also be made of this 
article, where Viotti's influence upon Beethoven's early concerto 
writing is taken into consideration. 
70 Thayer/LIFE, p. 209. 
"If development is the new organizing principal of these 
concertos, then it must be the clue to the difference between 
concerto-as-contest and the concerto-as-symphony . • •. All 
non-"symphonic" elements, whether they be piano or vocal 
soloists, and chorus are subsumed and their presence justified 
by their participation in the developmental process. Contrast 
of key and theme, rivalry and delicious interplay between the 
solo instrument and orchestra fade in importance before the 
pressure of the developmental process". 71 
We also know from a famous account from the widow of the pianist 
Johan Baptist Cramer , a pianist, composer, and a friend greatly 
respected by Beethoven , of Beethoven's fondness and admiration for 
K. 491. After hearing a performance of Mozart's concerto Beethoven 
turned to Cramer, commenting upon a new beautiful mot ive introduced 
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towards the end of the movement, exclaiming: "Cramer, Cramer, we shall 
never be able to do anything like that." 72 The influence of K. 491 
seems limited to the beginning and conclusion of the first movement of 
op. 37: in the exposition the first theme group resembles the main theme 
in K. 491 in its melodic contour: 
71 Rust/CONCERTOS, p. 189. 
72 Loc. Cit. 
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Actually, the correspondence in melodic shape seems even stronger in 
Beethoven's accompaniment figure to theme lB, where the intervallic 
range grows to a minor sixth, expanded from the original fifth in theme 
lA: 
or· 37 ~xpo~rnotJ 
(7). 1. 
Mozart's innovation at the conclusion of his first movement, the 
inclusion of the piano 1n the tutti following the cadenza, (a passage 
hitherto reserved for the orchestra) , also is also exploited by 
Beethoven. In op. 37 this technique of Mozart i s expanded upon because 
the piano plays throughout the coda, while Mozart's soloist had returned 
following twenty-two measures of orchestral restatement between the 
conclusion of the cadenza and the piano entrance, see Mozart - m. 
482-503. The following example demonstrates one aspect of K. 49l's 
influence upon op. 37 in the harmon i c structure of the respective codas: 
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Both codas consist of two bass harmonic divisions: the progression of I-
vr-v, in the tonic, and the pedal on c where the c applied dominant of 
the subdominant juxtaposes with a diminished-seventh chord to pull the 
motion to the subdominant (six-four), diminished seventh, and the tonic. 
The harmonic patterns appear strikingly similar, though Beethoven begins 
on a C applied dominant seventh before adding the D-flat at m. 408. 
Mozart introduces the D-flat and E natural in m. 506, immediately 
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following the C m1nor chord. Beethoven makes the effect of the tonic 
pedal is especially dramatic by eliding the penultimate V7 of the 
cadenza with the C pedal (V of IV) at m. 408, sidestepping the expected 
tonic C minor at the opening of the coda. The upper asterisks in ther 
examples above ex. 1 show how Beethoven increases the chromatic tension 
in the inner voice by resolving to the A natural of the IV six-four , 
rather than the direct minor six- four with A-flat, as Mozart had done; 
therefore a near-total chromatic inner line results - C, B-flat, 
A natural, A-flat, G: 
b b 
The most interesting aspect of the comparison of these two codas 
however, has to be the ingenious means by which Beethoven imitates the 
coda of K. 491, by reversing the musical syntax, therefore a ttaining t he 
opposite dramatic effect of Mozart 's model. 
Usually, the tonic pedal point functions as the final summing up of 
a movement, whether it be in the coda or codetta of a fugue, sonata or 
concerto, following the penultimate dom i nant, the suspensions and 
passing tones ultimately resolving to the tonic triad. A famous example 
of this process , and perhaps a compositional model for Mozart and 
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Beethoven alike, 1s Bach's prelude (in the same key) 1n C minor Bk I of 
the Well-Tempered Clavier, m. 34-39: 
Ex . 1: Bach Prelude 1n C minor, W.T.C. Book I -Conclusion 
Beethoven reverses the normal process by placing the tonic pedal 
point first, immediately following the cadenza, then followed by four 
repetitions of the harmonic progression i-VI-ii-V-i The example above 
highlights this reversal of Mozart ' s model by means of cr i ss - crossing 
arrows; furthermore where Mozart varies the harmonic progression i-VI-
II6-V7-i, repeating the sequence differently three times, Beethoven 
hammers the same sequence literally four times while accelerating the 
harmonic rhythm . 
The consistency and forcefulness of Beethoven's repeating harmonic 
progression contrasted with Mozart's subtler and more varied treatment 
of the repeating sequence may be related to the differences in 
syntactical structure that result from Beethoven's placing the tonic 
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pedal point before the closing harmonic sequence of the tutti. In both 
codas the pedal point and harmonic progression serve an identical 
function: the harmonic progressions are both marked forte, as they bring 
the movement to a final close in a grand manner, and the tonic pedal 
points are marked piano, indicating a contemplative repose, at the final 
tonic. Mozart's coda proceeds from the grand tutti affirmation of the 
tonic C minor, followed by the entrance of the piano on the final pedal 
point, thus allowing the energy of the movement to dissipate. The 
section from the orchestral tutti at the cadenza's conclusion, t hrough 
the end of the movement exhibits a steady decrease 1n i ntensity. The 
opposite happens in op . 37. A sudden drop of dynamic intensity follows 
the climax at the conclusion of the cadenza. This occurs at the hiatus 
between the penultimate V7 at the conclusion of the cadenza and the 
soft, applied dominant seventh of the subdominant in m. 409 of the 
tutt i. Proceeding from the tonic pedal occurs a de liberate, s lowly 
building crescendo to the last chord of the movement. The cons t an t 
literal repetition of the progression, i-VI-ii -V7- i, becomes the means 
by which Beethoven dramatically concludes the movement at a feverishly 
h i gh emotional pitch, following the earlier repose of the tonic pedal. 
The difference between the dramatic impact of these t wo codas by 
Mozart and Beethoven find confirmation within a general overview by 
Joseph Kerman in his study of Beethoven ' s codas: 
"Thanks to an anecdote stemming from J.B. Cramer, Beethoven is 
known to have admired the coda in the Finale of Mozart's 
C minor concerto. The first movement coda too, I beli eve must 
have struck him very forcibly. The characteristic calando 
effect at the end appears t o have haunted him as much as 
Mozart's affective cadential harmonies, which here as in other 
similar cases are drawn from a rich stock of dominan t and 
dimi n ished-seventh forms over a tonic pedal , ambiguous t i erces 
de Picardie and major and minor subdominant six-four chords . 
Beethoven adopted both the cal ando effect and the idea of 
cadential phrases in the fina l e of the C minor Sonata , op . 10 
no. 1. 
In the other early works in the minor mode one can detect 
a rather amusing tug of war between the seduction exerted by 
these passive endings of Mozart' s and Beethoven's own more 
robust personal inclinati ons . " 73 
Beethoven's "robus t personal i nclinations" certainly explain the 
important d i fferences between these two codas , and though the sonata 
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finale of op . 10 no. 1 may represen t a good example of early Beethoven ' s 
use of the similar cadential elaborat i on on the C tonic pedal in a 
C minor work , it nevertheless concludes in a passive , Mozartean manner: 
Ex. 2: Beethoven Piano Sonata Op. 10 No. 1 - Finale 
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It thus seems surprising that neither Kerman , (who only ment i ons the op . 
37 concerto in passing) , nor anyone else contri buting to the literature 
has pointed out the resemb l ance of the codas of K. 491 and op. 37, and 
73 Kerman/CODAS, p . 143. 
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the means by which Beethoven paid homage to his mentor, while 
simultaneously developing his own style. 
The implications for the future of the cadenza in the nineteenth 
century become clear from the point in op. 37, where the piano joins the 
coda following its flights of extemporization. From this place forward, 
the soloist will have to mesh contextually with that of the orchestra as 
they both join together to complete the movement , rather than the 
eighteenth- century contrasting approach in which the soloist could state 
material 'X' in the cadenza, and the orchestra 'Y' in the coda without 
any necessary points of connection . 
It comes as no surprise therefore, that the cadenza that Beethoven 
provided for op. 37 is the first to exhibit so powerful an organic unity 
with the first movement of the concerto, that its popularity renders it 
least likely to be substituted by alternative cadenzas furnished by 
later composers. The relatively concise, 64-measure-long cadenza 
comprises approximately fifteen percent of the movement ' s 435 
measures. 7 4 
7 4 In the cadenzas as a rule , the number of measures is an approximat ion 
rather than an exact count due to the preponderance of fantasy-
measures, which in some cadenzas could add as many as ten measures if 
bar-lines were inserted at regular intervals. Subsequently in this 
chapter I shall point out the d i screpancies between the facsimile and 
the Breitkopf & Hartel edition. 
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Thematic Design: Cadenza Op. 37 
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m. 3 17 18 32 40 44 56-63 
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Thematic Design 
The thematic design chart shows this cadenza to be packed with 
primary material, with the exception of a brief excursion into the 
secondary key area in the dominant (which shall be discussed 
subsequently) beginning atm. 17 . The areas of musical space allotted 
to extemporization, free of any source material exploitation seem to be 
restricted to m. 16 & 17, the long fantasy-measures which alternate 
motive 1A:aa with extensive fantasy-style arpeggiation, and the final 
cadential elaborations circumventing the dominant in m. 44-45. 
The highly generative nature of theme lA enables Beethoven to 
manipulate its diverse, motivic gestures without inducing a sense of 
developmental overkill. The plethora of intervallic and rhythmic 
relationships germane to theme lA results, in part, from the theme's 
repetition on the tonic and dominant in antecedent-consequent formation. 
This particular aspect of the theme was noted by Tovey, who wrote that 
op. 37 was composed during the transition between first and second 
period styles and that its themes exhibit the "tonic dominant symmetries 
of the first style. 1175 Therefore the repetition of the first theme on 
the dominant yields intervallic relationships hitherto unexplored. 
Within the two four-measure phrases of theme lA, we can identify 
four motivic fragments: aa, the rising minor third, bb, the descending 
perfect fifth, cc, the tonic-dominant alteration down a fourth, bbb, the 
variant of bb in the consequent phrase in which the interval spanned 
between the A-flat and D changes to a diminished fifth, and dd, the 
variant of cc in the consequent phrase that contains the same rhythmic 
75 Tovey/ESSAYS, p. 67. 
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relationship as cc - quarter - eighth rest - eighth - quarter - but 
represents the melodic half-step relationship because the D to E-flat 1s 
harmonized 1n the bass by G to F-sharp. In the antecedent version the 
melodic notes C and G are i n unison with the tonic-dominant harmonies 
and can therefore be manipulated me l odically or harmonically. ) The 
ascending minor third, C to E-flat , is the only interval to remain 
consistent , evidenced in the important opening gesture of the princ i pa l 
theme which appears on the tonic and followed in the consequent phrase 
on the supertonic, D t o F. 
The ascending minor third, aa, then comb i nes s i multaneousl y with 
the descending fifth bb, to generate a subsidiary princ i pal theme lb. 
The chart shows the derivation of lb from la, with adjoin i ng brackets 
highlighting the important intervals. However theme lB undergoes t wo 
important adjustments which distinguish it clearly from lA. 
a. The opening triadic gesture C- E-flat-G, spanni ng a fifth, 
reduced in the consequent phrase to a diminished fifth, O-F-
A-flat, aa-bbb, now expands to a minor s ixth in the 
accompanying voi ce , C-E-flat-A-flat, ee. 
b. The rhythmic shape of the descending fifth, bb, transforms 
by doubling the duration of the dotted quarter G, to a 
dotted half-note, shift i ng the emphasis from E-flat, the 
accented third beat of the measure, to D and C, the eighth-
note·s in the second measure of theme lB: 
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The actual incorporation of the source material 1n the 
musical fabric, drives home the points referred to earlier. 
The imitative opening characteristic in all three of op. IS ' s 
cadenzas, as well as the imitative fugal texture of op. 19, takes 
place here as well, with one major exception: the first two 
measures repeat the cadential passage that led into the cadenza, 
repeated twice in sequence by the orchestra 1n m. 404- 407. The 
cadenza would normally have commenced at m. 3, outlining the 
C minor six-four triad. Perhaps Beethoven had the piano reitera t e 
the orchestral passage as a declaration of equality of sorts, both 
piano and orchestra developing the same material in tandem, as 
Rust describes, "concerto-as-symphony" rather than "concerto-as-
contest".'' 
At m. 3 the imitation begins with both halves of the 
antecedent phrase of lA:aa and lA:bb: 
'' Rust/CONCERTOS, p. 189 . 
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The imitation in m. 4 begins at the unison, however, the shift of 
a half-step ensues 1n m. 5, distancing the B-flat ha l f-note a 
minor sixth from the tonic, rather than a fifth: 
Therefore, this new permutation grafts together elements from lB 
and lA: the ascending minor sixth: C-A-flat, derives from the 
bass accompaniment figure in lB:ee, and the A-flat descent of a 
diminished fifth, A-flat-D comes from the consequent phrase of 
lA:bbb. The A-flat thus forms the pivotal link between the lA and 
lB source pools. 
Thus far, the cc, dd and aa- bbb relationships with i n lA have 
not been exploited i n the openi ng imitation, a lthough one could 
possibly draw a connection between the descending half-s tep E-
flat - D, (dd), and the opening cadential formula: 
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The difference lies both in t he dual directions of the ha lf-step 
relationshi ps surroundi ng G as well as the shorter note values in 
m. 1 and 2 - sixteenth-notes rather than eighth-notes in motive 
dd. 
In m. 8-9, the d iminished fifth link between aa and bbb of 1A 
establishes itself , s t ating t he consequent phras e l :aa-bb 
c omp l e tely, although one step higher than heretofore, beginning on 
E-natural: 
1R: ~~~ 
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The link be tween the m1nor sixth i n m. 4 and this d iminished fifth 
in m. 8 reveals the transp osition of the C, E-flat, A-fl a t motive 
up a step to D 1n the imitat ive sequence m. 6-8: 
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A reduction of the harmonic motion implicit within the canon1c 
imitation yields: 
: . 
There 1s a symmetry present between the G climbing to A-flat, thus 
going from a fifth to a sixth, over a sustained low voice C and 
the reverse motion of a minor sixth resolving to a diminished 
fifth beneath a sustained B-flat 1n the upper voice . 
Within the six-fold repetition of the prinicipal theme in 
imitation, spanning an eight-measure period, m. 3-9, Beethoven 
solidified the importance of the opening two-measure phrases of 
the principal theme, and managed to recall the various 
permutations of the link between aa and bb distributions, as well 
as the ee interval-group from theme lB: perfect fifth, minor sixth 
and diminished fifth. 
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In m. 9-14, we witness the temporary jettisoning of the 
ascending minor third, aa, from development with a new focus on 
the descending bbb motive. This motive, spanning a diminished 
fifth, seems unstable compared to its original antecedent form, 
bb, which encompassed the stable perfect fifth, G, F, E-flat, D, 
C. It catalyzes the tonal motion following the first statement of 
the principal theme in m. 3-4. For following this initial 
statement, motive bbb is stated on A-flat, m. 5-7, B-flat, m. 
7-10, A-flat, m. 11-12, and finally G-flat, m. 13-14. The two-
measure groupings which characterized m. 3-8 hold through m. 
9-10, 11-12, and 13-14, however, the imitative entrances that 
alternated from right to left hand in every measure, m. 3- 8, have 
given way to a new texture: the sixteenth-note figuration in the 
right hand accompanied by descending scales in the left hand 1n m. 
9-14. This pattern continues the pattern announced at the opening 
two measures of the cadenza, which also consisted of sixteenth 
notes in the right hand accompanied by a melod i c pattern in the 
left hand. 
By returning to the two-measure groupings 1n m. 9-14, while 
simultaneously eliminating the aa motive, Beethoven extends each 
bbb phrase, ( those beginning atm. 9, 11, and 13) , with an added 
measure of connective tissue . He therefore expands each note of 
the descent, B- flat, A-flat and G- flat by filling in each octave. 
The same principle of development governs m. 15- 17, but on a 
larger scale, because of the tremendously expanded proportions of 
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the fantasy-measures 15 and 16. Beethoven reversed the order of 
development of the aa-bb complex, whereby bb, the descending fifth 
was treated first in m. 9, followed by the opening ascending third 
gesture aa in these following measures. While the principle of 
statement and extension continues , the previous predictable two-
measure grouping has given way to a cascading series of long 
arpeggios unbarred and subject to free treatment by the performer. 
In m. 15-16 the sequence of statement followed by extension 
repeats as many as five times. The first three repetitions of the 
1A:aa gesture involve the alternation of the original melodic 
shape of a minor third with the newly developed version of the 
major third, which, incidentally appeared in the tutti in the 
version of 1A in the relative major (E-flat), m. 24 of the 
exposition. These intervals appearing ~n the order: maJOr third 
- m~nor third - maJor third, respectively are harmonized by first 
inversion triads built on D-flat major, B-flat m~nor and G-flat 
major: 
Pl. lh 
Interspersed between these statements of 1A:aa in first 
inversion arpeggios cascade, spanning in excess of a four-octave 
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range. Each arpegg1o 1s placed a step below the aa statement that 
it embellishes so that it fills a diatonic step 1n the bass: 
This pattern is broken when the chord following the G- flat, 
first inversion shifts enharmonically to an A with an added sixth, 
or the more traditional view of an F-sharp minor in first 
inversion - all the pitches remain sustained: D-flat and G-flat 
spelled as C-sharp and F-sharp; the only changing pitch being B-
flat which descends to A- natural. Had the sequence continued 
consistently, this A-natural in the bass would have resqlved 
downward, either to a G-sharp or G. But the following statement 
of aa remains an A- natural, which supports an applied-dominant-
seventh chord . Since there no motion occurs in the bass, the 
sixth, F-sharp resolves to E-natural in an inner voice. This 1s 
the first time 1n the sequence that the aa gesture receives 
support from root position triads, both under the A-applied 
dominant seventh, and the following D dominant - seventh harmony 
indicating a point of stability . Furthermore, these two dominant 
seventh triads A and D, receive emphasis from their repetition in 
the arpeggios that follow them, so that now the harmonic rhythm 
has been decreased, preparing the way for the arrival of the 
second theme on the dominant in m. 18. 
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The extensive passage work revolving around D, the V of V 1n 
m. 17, continues with the forward momentum created by the l ong 
sequential elaboration of 1A:aa 1n m. 15-16, for the first time 
eliminating reference to either aa or bb motives. The 
arpeggiation of the D-dominant seventh, which reaches the higher 
range of the new, expanded nineteenth-century piano , flows in the 
chromatic scale that announces the imminent appearance of the 
second theme, introduced by a trill on the high D at the 
conclusion of m. 17. This sca le, incidentally, conforms to the 
pattern established in the cadenzas to op . 15 no. 1, m. 20, and 
op. 15 no. 3, m. 33, where the texture thins down suddenly to one 
long diatonic and/ or chromatic scale usually descending, then 
ascending, a clear breath ing po i nt preparing for the second 
thematic section. 
Of all the Beethoven cadenzas, the style of passagework 
written in these preceding measures 15-17 seems to most closely 
approximate the free-fantasy style of C. P. E. Bach, conveying the 
sense of free improvisation, perhaps because of the regularity of 
sequential repetition, the wide range of arpeggiation of a 
virtuosic nature and the wandering harmonic style. In a 
contradictory sense, the increase of sequential material and 
sequential figuration increases the sense of improvisation , 
because without written-out ideas that may contain ever-changing 
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complexities, the performer needs a pattern of regularity in order 
to give him time to plan the movement towards the next thematic 
area . The almost pedestrian effect of the question-and-answer 
sequence of motive aa followed by an arpeggiation five times in 
fantasy-measure 16, conveys the sense of freedom because of its 
regularity. 
The second theme group, 2A, as indicated in the source 
material chart, presents itself at m. 18 in the key of the 
dominant - G major, stated fully once more in an eight-measure 
complex. Beethoven seems intent on repeating this "distant 
nostalgic memory" 7 7 with subtle changes from the theme that 
appeared originally in the mediant key- E-flat. The changes are 
as follows: 
In the second half of m. 18 t he harmony implies a dominant 1n 
four-two position. A direct transposition of the original, 
including the orchestra part would yield this d ivergency in the 
1 eft- hand part: 
C~2.f\ 
a b,, r t t r i i I r 1 10~ 
- J. ~ ,J. ~~ ..& • rt \ . 
u 
~ 
7 7 Kerman/ CODAS , p. 155. 
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In m. 21 the F-natural passing tone which transforms the G to an 
applied dominant of IV and the F-sharp passing and neighbor notes 
in m. 22 create inner-voice motion not present in the original. 
The most audible differences occur at m. 23 and 25. I n the first, 
Beethoven chooses to omit the second in the ser i es of the circle-
of-fifths: 
In m. 25 the me l odic turn in the right hand moves 1n the oppos ite 
direction from the original: 
CAOl:~hd, 
],19~ 1 1 t \ L~ nl - --
LJ rr• -F ~ 
I 
~ ) II 
'+"' ~· 
As in op. 15 nos. 1 and 2, and op. 19 this subsidiary theme 
section is contrasted with the outer two sections by the dynamic 
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marking Dolce. All of these subtle changes contribute to the 
effect of the "distant nostalgic memory rather than of a firm 
restatement of reinterpretation". 71 
In m. 26-31, the first two measures of the second theme serve 
as a springboard to catapult the tonal motion away from G, the key 
of the dominant, to the key of the tonic, C minor, by transforming 
the G into a dominant seventh (a common technique of development 
sections of Haydn and Mozart as well Beethoven). This 
transformation actually occurs in m. 27, when the melodic shape 
changes following a literal repetition o f the first measure of the 
theme in m. 26: 
The octave doubling of the melody in m. 26-28, accompanied by 
the acceleration of the left hand accompaniment from eighth to 
sixteenth-notes in m. 26-31 , clearly indicates to the listener 
that the short-l ived remembrance of the second theme must give way 
11 Loc. Cit. 
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to further exploratory forays in the ever-changing texture of the 
cadenza. The technique described above of statement-extension 
which had been used in the development of 1A:bb in m. 9-14, and 
1A:aa in m. 15-17, also appears in these measures, though now to 
extend the first measure of theme 2A: m. 28 is extended by m. 29 , 
which no longer dev elops the second measure material from theme 2A 
(m. 14), and m. 31 similarly extends m. 30. In these four 
measures the harmoni c centrality of C mi nor holds briefly before 
the transformation in the fourth measure of the C minor into an 
applied dominant of the subdominant - F minor . 
This new section, marked Presto beginning 1n F m1nor, m. 
32-39, clearly functions as an ac~elerating, connective passage to 
the return of the development of the principal theme at m. 40. On 
the first several listenings this passage appears to be a 
fugitive, improvisatory insertion on the subdominant. Having 
become familiar with Beethoven's technique from his cadenzas of 
the earlier two concertos it suddenly occurred to me that I had 
missed a musical motive in this passage that was somehow subtle 
and obvious at the same time. Only two of the three initial 
motivic components of the first theme had been developed thus far 
- 1A:aa and lA:bb . Motive 1A:cc can easily serve as a 
tonic/dominant assertion typical of the bass line and timpani in 
the orchestra. I believe that this 1s the motivic idea developed 
here. I mentioned earlier that the melodic antecedent phrase of 
theme 1A could be developed either melodically or harmonically 
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because of the main note, C being the root of the tonic triad. 
Here, the tail end of the antecedent phrase, C-G-C-G-C gets 
recalled first on F minor m. 32, then in the original settings 
C minor. Here lS a comparison of the bass motion : 
®~~ \'\; {I I I 11 ~~ 1 r I \~ J ~ -#' - ...,. • 
I ~ II t' 
Though the original rhythmic pattern does not undergo literal 
reproduction, it seems as if it is vaguely alluded to as a 
recollection 1n even a much more impressionistic manner than the 
second theme 1n this cadenza recalls its origin in the concerto. 
The fact that the stark, tonic-dominant alteration stands out with 
rhythmic emphasis separated by rests and three and four 
repetitions of the dominant, coupled with the observation that 
this is the third motivic fragment from theme l A hitherto not 
developed seems plausible reason to surmise that Beethoven chose 
to associate imbue this seemingly free passage with elements of 
motive cc. 
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One can also see an augmentation of the harmonic rhythm if 
one follows the brackets: the original cc motive consists of 
tonic-dominant-tonic, followed by dominant-tonic ; only the first 
half of this pattern is stated 1n F minor, T-D-T (the letter T, 
standing for the local tonic-F and its dominant). The G dominant 
in m. 35 pulls the temporary digression to F m1nor back to 
C minor. Then at m. 36 the harmonic pattern derived from cc 
unfolds in a complete statement, tonic-dominant-tonic (bracketed) 
followed by the final pair - dominant-tonic, leading smoothly into 
the next section, beginning in m. 40. 
The nex t sect ion m. 40-43, serves as a kind of small-scale 
recapitulation, referring to the imitative opening measures 4-8, 
which developed both variation of aa and bb of theme lA. However, 
in contrast to the former process of thematic extension, the 
p~ocess utilized ~ere is contraction. The aa and bb (bbb as well ) 
two-measure phrases in m. 4- 10, a seven-measure unit (actually 
eight, however the opening statement of m. 3 is not included), 
compresses to five by diminishing the half-note values of the aa 
section in half to quarter- notes: 
"'· 4·10 
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Also significant pitch adjustments occur: the B-natural in m. 42, 
and the retaining of the E-flat in m. 43, keep this passage in 
C minor, which in its original form modulated towards F m1nor with 
the retaining of B-flat in m. 7 and the chromatic shift to E-
natural 1n m. 9 . This tonicization of theme lA operates on a 
similar level to the recapitulation principle 1n sonata form 
whereby subtle but crucial adjustments arise, to present the 
departure from the tonic to other tonal areas originally stated 1n 
the exposition. The melodic span of this bass motion ga1ns import 
as well, because it completes the move originally initiated at the 
commencement of the imitative section which had been interrupted 
when it reached the third, E-natural in m. 8: 
b b • • .. • • 
-t, 
Whether coincidental or organic , this important bass motion to the 
dominant in m. 40- 44 can be seen (and heard) as a retrograde 
answer to theme lA:bb: 
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Once we reach the dominant in m. 44, the goal of the bass 
ascent from C, a long sequence of cadential harmonies ensues from 
m. 44-55 . In these dramatic measures, marked ~ in the thematic 
design chart, because they are purely extemporary, the six-four 
chord in m. 46-47 slowly resolves to the final dominant through 
chromatic motion 1n the bass and descending and ascending 
chromatic scales 1n the right and left hands. This section can be 
seen as a parallelism tom. 17, which also suspended treatment of 
motivic material, focusing instead on the cadential build up of 
the dominant of the second theme group, in this instance, the V of 
V. Here the intensification of the penultimate dominant becomes 
primary, clearly signalling the imminent return of the orchestra. 
The final dominant, however, only partially emerges within the 
bombast of the chromatic scales and trills in m. 53-63. Only in 
the final measure - 64 do we sense the full dominant statement i n 
root position. This phenomenon also existed in the cadenza op. 15 
no. 3, where we witnessed the avoidance of the dominant in root 
position until the final measures of the cadenza. 
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In m. 54-60 we see a new aspect of Beethoven's 
experimentation with the cadential trill: we have already noted 
that Beethoven formerly eschewed the formulaic concluding tril l 
that would normally signal the orchestra to prepare to begin the 
coda: in op. 19 he avoided the t~ill entirely; in op. 15 no. 3 he 
placed a ser1es of dominant chords without an accompanying trill 
at the juncture of cadenza and coda while moving the trill back t o 
an earlier position; and of course op. 15 no. 1 1s incomplete, 
never having reached the point in question. If one refers back to 
the final measures in the third cadenza to op. 15, m. 116-126 
while comparing them with m. 53-64 here 1n op. 37, the striking 
similarity in procedure seems difficult to m1ss: both contain an 
ascending chromatic scale in the left hand supporting a right hand 
trill on the second degree - D in the latter half of a long 
fantasy-measure; followed by a double trill in the two 1nner 
voices supporting lA thematic material 1n the outer voices. On 
the heels of this follows passages in parallel sixths. The 
differences between the two cadenzas arise here: in op. 15 no. 3 
the passages in parallel sixths are free of thema t ic reference, 
leading to the final six-four and dominant in yet two more 
expansive fantasy-measures; while Beethoven compresses this final 
activity in op . 37, choosing instead to imbue the parallel sixths 
with thematic material leading immediatedly to the final dominant. 
The feeling of rhythmic freedom permeates these parallel sixth 
chords: their sequential descending gestures evoke a series of 
recitative-like sighs, before taking the final breath on the 
dominant in m. 64. 
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As the thematic des ign chart indicates, the number of motivic 
ideas developed in the last section m. 54-64 reaches a new high. 
The combining of the penultimat e trill simultaneous ly with motivic 
development enables Beethoven to retain some type of thematic 
recall as close as possible to the juncture of the s olo cadenza 
with the orchestral coda. First, in m. 56-60 the gestures of the 
opening imitative measures of the cadenza recurs, bu t thi s time, 
only motive lA:bb (altered) and la:bbb appear in t he imitation, 
omitting the original aa ascending gesture: 
The descend i ng fifth from D to G develops the original bb motive 
spanning a perfec t fifth. It occurs above the dominant of C minor 
and therefor e an augmen ted second resul t s between the B-natural 
and A-flat (bracket ed) . The descending diminished fifth between F 
and B-natural, motive bbb, cont a ins the exact same thematic 
structure as the or iginal bbb motive. The essent i al difference 
between the harmonic contexts of t he opening imitative and 
concluding cadential sections lies in the former's active and 
latter's static roles. The means of achievi ng the harmonic 
activity at the outset of the cadenza m. 3-8 had been the 
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inclusion of the aa motive in the imitation. The dovetailing of 
the imitation produced a consonant tenth, while the bass ascended 
by step. The concluding section, on the other hand , prolongs the 
dominant so that the dissonance of a ninth that results from the 
dovetailing of bb and bbb gestures in m. 57, G in the top voice 
and F in the lowest voice (surrounding the trills of the 1nner 
voices, B and D) heightening the drama of the dominant. 
The extent to which the descending parallel sixth chords 1n 
m. 61-63 convey references to various motivic elements is truly 
surprising because of its understated sub tlety: 
a. The shape and pitch content of the A-flat triad, first 
inversion, descend ing to a G, first inversion tri ad relates 




b. The half-step neighbor note relationship in the melody 
recalls lA:dd, although the rhythmic syncopation reverses to 
quarter-eighth, instead of eighth-quarter: 
c. The long-range melodic ambitus spells out the diminished 
interval of bbb: 
b b ~  
Phrase Structure 
When viewing the cadenza as a whole, one must be struck by the 
transparency and evenness of the phrase structure, whose simplicity of 
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design contributes to the feeling of uninterrupted forward momentum from 
beginning to end. Even the fantas y-measure 16 possesses certain 
regularity and evenness, because of the alternat ion of musical moti ves 
a t a steady pace . The measure group ing: 







15- 17 , 
>'< 
measures: 44-5, 46- 47, 48, 49, 50, 














The only overlap between musical phrases occurs between m. 8-9. 
There , the imitation of the ascending third, motive aa , which 1n 
transposition is E natura l, G, 1n the bass gets omitted in m. 9, where 
the sixteenth-note piano figuration begins the connecting thread from 
the overlap in the bb motive on B-flat, which shifts from right to left 
hand in these two measures: 
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The most significant factor of these phrase groupings (other than 
their squareness ) , is their contribution towards the dramatic 
acceleration towards the final cadential trills after the f i rst 
structural dominant is attained at m. 39. The predominance of six and 
eight measure alteration of musical periods is changes in m. 40 , where 
a four-measure phrase states the accelerated version of m. 3-10 1n 
diminution. No sooner does this passage reach the goal of V, (G 1n the 
bass from the bass motion C,D,E-flat,F,G di scussed ear lier 1n m. 44), 
than the phrases subdi vi de once again to two-measure units. Two of 
these phrase groupings repeat, each arpeggiating one harmony: m. 44-45 -
G dominant with a flat t ed ninth, and m. 46-47 arpeggiating the cadenti al 
six-four chord . 
The harmonic rhythm then accelerates along with phrase grouping, to 
one harmony per measure from m. 48 to 50 . 
Following the introduction of t he descending chromatic scal e in m. 
50 above the lowest note in the bass descent, E-f l at , the pendulum 
begins to swing the other way, countering the grav itational forces which 
hav e become strong following the prolongation of the G i n the bass, from 
the structural arrival in m. 39 to the f i nal dominant , accompani ed by 
the acceleration of the harmonic rhy thm. Now the mus i cal space expands 
at the arrival of the subdominant in m. 51 to two measures: 51 and 52. 
Although there 1s no bass note G stated 1n m. 52 the cont inuation 
downward of the chr omatic scale extends the F minor harmony which the 
ear still retains. 
188 
The important arrival of the dominant in the bass in m. 53 ( the low 
G octave is parenthesized because though it appears tn the facsimile 
edition, it ts nevertheless absent in the Breitkopf and Hartel edition) , 
heralds the expansion of musical space concomitant with the arrival of 
the note G, the goal of the long chromatic descent began in m. 50. From 
there, a long ascent ensues repeated twice and leading into an expansi ve 
seven-measure phrase on the double trill which is further extended to 
four measures in m. 61-64. 
Therefore we see a general trend of six-measure periods. The 
second theme group, which is the space reserved for relative tonal 
stability in the cadenza is the longest phrase period, eight measures 
(the same as its original appearance in the exposition) . Following the 
Presto section, also an eight - measure period, the period's steady 
decrease in number from four to two to one. Only when the final 
dominant area is reached in m. 53 are the brakes applied by the tncrease 
tn the final phase period - the first odd period seven measures with an 
extension of another four measures. As displayed in the chart, these 
four measures are in actuality, two, according to the facsimile edition. 
However regardless of the inclusion or exclusion of bar lines the 
sequence in m. 61-63 takes up the same musical space of the four-measure 
phrase period. 
It should be mentioned at this point that the shortening of the 
phrase periods works in tandem with the tempo indication. I n m. 32 the 
tempo indication is Presto which speeds up the process begun in m. 26 
where the second theme begins to fragment and spin off in a new 
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direction. The basic time values also change in the right hand 
figuration from the sixteenth-notes that dominated most of the cadenza 
to eighth-note triplets ,which become the new pulse through m. 54 . 
Another important aspect in the cadenza that to the issue of motion 
is the harmoni c rhythm. A survey of the cadenza f r om beginning to end 
will also reveal an evenness and regul arity in the patterns formed by 
the harmonic pa cing: 
Table 2: Harmony-Per-Measure 
meas ures: 1 2 3 4 5 6 7 8 9 10 
harmonies: 1 1 1 1 1 1 1 1 1 1 
measur es: 11 12 13 14 15 16 17 18 19 20 
ha rmonies: 1 2 1 2 1 * + 2 2 2 
measures: 21 22 23 24 25 26 27 28 29 30 
harmonies: 1 2 2 4 2 2 2 2 2 2 
mea sures : 31 32 33 34 35 36 37 38 39 40 
harmonies: 2 1 1 1 1 1 1 1 1 1 
measure s : 41 24 43 44 45 46 47 48 49 50 
harmonies: 1 1 1 1 1 1 1 1 1 1 
meas ures: 51 52 53 54 55 56 57 58 59 60 
harmonies : 1 1 1 1 1 1 1 1 1 1 
measures: 61 62 63 
harmonies: 2 2 2 
* fantasy-measure containing several harmonies 
+ f antasy-measure containing one harmony 
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The Basic Structure 
The harmonic underpinnings in this cadenza seem simple but in this 
case may be decepti ve. They do not show signs of excurs1ons int o remo t e 
tonalities of mixed modes that take effect in, for example, the op. 15 
cadenzas , where the flat I I and flat III tonal iti es are ut ili zed. Here, 
Beethoven chooses an unorthodox route which might appear norma t ive at 
first glance; recalling the second theme group in a tonality other than 
already appeared in the exposit i on , in E-fla t and C major, and recasting 
i t i n the key of the dominant, G major in m. 18. This recollection in 
G major violates the unwritten rule of the cadenza: t ha t the l ong-range 
prolongation of the six-four harmony should not res olve to the dominan t 
until the cadenza ' s conclusion. The inescapable fac t that Beethoven 
uses the dominant for his second theme group in this cadenza c onfirms 
this to be a harmonic solution of which he approv es , and , in a sense , 
operates in a similar vein to the dominant pr ol ongat ion in t he clos ing 
theme of op. 15 no . 3, as I discussed in the preceding chapter . 
This dominant area in m. 18 comes from the opening tonic t hrough a 
series of applied dominants, A and D in m. 16 . The area of most 
intensive harmonic exploration in t he cadenza occurs between the openi ng 
C minor and this A dominant seventh, because of the distance that 
separates the tonal realms of the flat scale of C minor and the s harp 
side of the dominant, G major, of which the A dominant seventh is the V 
of V. 
In m. 27 the area of the second theme, G major , bec omes transformed 
info the dominant of the tonic, C minor, by the addition of one note, F 
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natural, propelling the second half of the cadenza back into the tonic-
dominant sphere. Of all the cadenzas through op . 73, none contain such 
a high percentage of tonic-dominant relationship in the body of the 
cadenza as does op. 37. 
Despite the ephemeral local tonicization of F m1nor at m. 32 
following the equally short-lived prolongation of C minor in m. 28 
Beethoven plays with the tonic-dominant interchange is played at as 
early as m. 36 until the six-four chord at m. 46 1s resolved in a long-
range fashion through a chromatic descent 1n the bass, the first strong 
dominant stirring appear1ng 1n the bass at m. 53 . 
At this juncture, I would like to advance several theories that 
might explain Beethoven's use of the dominant key in the second theme 
area so early in the cadenza, as well as the premature prolongation of 
the tonic, both factors tending to deny a primary function of the 
cadenza, to delay ~he structural d9minant until the cadenza ' s conclusion 
concomitant with the tonic at the beginning of the tutti. 
The first answer that comes to mind when rationalizing the dominant 
1n the second thematic area seems most obvious: it 1s clear from 
examining all the cadenzas that Beethoven delights 1n presenting the 
second theme group 1n a tonal area hitherto not used 1n the movement 
itself . As Joseph Kerman observed 1n his discussion of Beethoven's 
codas: 
" •..• another stereotyped feature of Beethoven's longer 
cadenzas is a recollection of the second theme - a 
recollection rather than a full-scale return or a mere 
reference to it, because the feeling is of a distant nostalg i c 
memory rather than of a firm restatement of reinterpretati on. 
Generally, ( though not in the fifth piano concerto this 
feeling is enhanced initially by the use of a remote key and 
then dispelled development ) . For examples see the first and 
third cadenzas to Piano Concerto No. 1, the cadenza to No. 3 
(i n the major dominant ) the first cadenza to No. 4 and his 
first movement cadenza to Mozart ' s D-minor Concerto"'' 
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If we glance at the first movement we can see that the second theme has 
already been stated 1n E-flat , the mediant, and C major, the parallel 
major to C minor. The next set of possibilities might have included the 
phrygian, D-flat as Beethoven used in op. 15 no. 3, the submediant, or 
the subdominant. The last of these appears only in the minor form as a 
passing harmony within a sequence moving towards the mi nor dominant in 
the second theme area of op. 15 no. 1. The minor dominant itself mi ght 
have been a possiblity here as well, had it not been for the conflict in 
the melodic line between the grace note A-sharp moving to B natural, and 
the minor third B-flat that would have dominated in a minor rendit ion of 
the second theme: 
This factor would hold as well in the parallel m1nor conversions on the 
flat III-iii, and tonic I-i axes in both op. 15 no. 3 and op. 19 
respecti vely. 
'' Kerman/CODAS, p. 155. 
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The questions therefore remains, that if other tonal areas had been 
available for the second theme group, the likely ones having been D-
flat, F minor or A-flat, then why was the dominant chosen, risking a 
premature resolution to the penultimate dominant before the midpoint of 
the piece, and thus running the danger of premature harmonic closure, 
the potential "Achilles heel" of the cadenza? 
I believe that, firstly based on the concept of the "remote key", 
the dominant may have been chosen as a viable alternative, despite the 
inherent danger of premature harmonic closure , firstly because of the 
cadenza's contextual relationship with the coda, and secondly , that some 
of the motivic material previously discussed in this chapter plays an 
organic role in the background tonal organization of this cadenza. 
The normal sequence of dramatic events in the earlier two Beethoven 
concerto cadenzas, had been the skillful procrastination of the final 
dominant, followed by the inevitable tonic of the commencement of the 
tutti. Op. 37 is a watershed work because it is the first 1n a ser1es 
of attempts by Beethoven to integrate the cadenza and coda by a 
gradually dissolving of the boundary that traditionally divided them ; 
the dominant accompanied by a trill resolving to the tonic of the tutti, 
and the cessation of the soloist's cadenza continued by the orchestra l 
coda. 
We have already witnessed Beethoven's earlier experimentation with 
this crucial juncture 1n op. 15 no . 3, where he el iminated the 
penultimate trill , or at least placed it further back in the cadenza, 
and in op. 19, where the dominant had been stated at the midpoint and 
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the tonic arrived prematurely at the cadenza's conclusion before the 
entrance of the tutti . 
Here Beethoven shows that the drama does not cease at the cadenza's 
conclusion, but rather continues in a straight path through the coda 
where both piano and orchestra complete the closing drama of the first 
movement together. This time the foiled expectation or deception 
normally reserved for important cadential sections earlier in the course 
of the cadenza occurs outside the body of the cadenza itself, with the 
statement of the C, applied dominant seventh in m. 409 of the tutti 
substituting for the expected tonic C minor chord. Therefore the .. 
reasoning formerly applicable to the earlier concertos, supporting 
longest possible delay of the penultimate dominant might not bear the 
same weight here: if anything, a strong dominant-tonic relationship 
stated in the second half of the cadenza can be seen as a necessary 
evil, reversing the norm that dom i nated the cadenza-coda relationship of 
tonal uncertainty- certainty to certainty- uncertainty.' 0 The continued 
alternation of the tonic and dominant in m. 36-64 also set up the 
expectations for the final tonic- C minor, which doesn't come until the 
latter half of the coda. Therefore the element of surprise is 
considerably heightened by t he strong prolonged dominant and ton i c 1n 
the latter half of the cadenza which sets in greater relief the 
innovative beginning of the tutti on an applied dominant oi IV. 
10 We have also seen previously, in this chapter, Beethoven's simi lar 
reversal of the normative musical syntax of the coda , placing the 
tonic pedal point first, followed by the closing cadential pattern. 
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Secondly, two strong motiv i c gestures derived from the thematic 
material seem to influence the harmonic structure of this cadenza and 
constitute a plausible reason for the early appearance of the dominant: 
a. The descending fifth motive , G,F , E- flat,D ,C of theme lA:bb 
and lB:bb can be detected 1n the outline of the background 
structural top voice : 
5 4 3 2 1 
G, F, E-f la t, D, C. 
The fifth begins it s descent following the second thematic group 
when the F natural that transforms the G into the dominant , 
resolves to E-f l at, the third of C mi nor, i n m. 28. This E-flat 
prol onges itself from the C minor i n m. 28 through the C mino r 
s i x-four in m. 46. The intervening D, s it ting atop the G dom i nan t 
seventh in m. 39 functions on the large scale as a lower neighbor 
to the E-flat above the six-four wh i ch descends to the true 
penul timate D 1n the melody at m. 48. (In the subsequent graphs I 
will demonstrate in detail how and why this final D appears 
earl i er than its harmonic partner, the G dominant sevent h. ) The 
fina l note of this five-note descent, C, appears at the beginning 
of the tutti as the i nner voice i n the C appl i ed dominant-seventh 
chord. I consider the ascending series of trills rising from the 
fina l D 1n m. 64 to move chromat ically to another vo i ce. 
Therefore the D resol ves 1n two d irections: up through the D-sharp 
to E natural and down to the C. The latter as goal of the 
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structural descent, of the natural gravitational pul l from the 
second degree must be regarded as the essential reso l ution, the 
other being ancillary, avoiding parallel octaves: 
As we can recall, I pointed out in the thematic design chart 
the simultaneous combination of motives 1n theme lB, the 
descending fifth 1n the melody accompanied by the rising 
arpeggiation: 
,.... bb 
./l 1 C) _1_ 
'/ [ • 
/1 .... • 2_ , 
q ..., 
'+" 
..... I -\ . 
':J . " " tn / u --e. e. 
This factor seems to operate on the level of the basic 
structure as well: the harmonic implications of gesture cc , 
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the i nterplay of tonic and dominant that I 
prev iously associated with the passage in m. 32-39, appear to 
permeate the background structure as well. One can reduce the 
bass motion in the background graph back one level to outline the 
same gesture in the bass as gesture cc. 
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This graph outlines the filling-in process of the essentially 
simple diatonic structure, dominated by the tonic and dominant harmonic 
poles. The most adventuresome area harmonically occurs between the 
opening C minor imitative section , m. 3, and the A, secondary dominant, 
the V of V of the dominant G. In the bass the harmonic pathway chosen 
1s an ascent of major thirds, from C to E-na tural, and E-natural to A-
flat. However , this progression 1s dominated by inversions, the B-flat 
perched a diminished fifth above the A-flat in the bass support i ng the 
first inversion of F m1nor in m. 11. This s imultaneous leap in contrary 
motion in the outer voice leading, leads to cross-voicing indicated by 
the lines: the B-flat 1n the top voice resol ves to the A-fl a t 1n the 
bass octave, while the E- natural 1n the bass resolves as a leading tone 
up to the F in the top voice. This exchange is grows out of the 
imitative texture, whereby the imitative phrases are shifted from 
register to register. The B-flat in actuality shifts to the lower voice 
as an imitati ve entry, so that the voice crossing does not show through 
the resolution from the B-flat to the A-flat . 
The F minor, m. 11, first inversion, ultimately resolves to the A 
domi nant in m. 16 1n the long- range scheme. Though the voice leading 
here indicates a very smooth resolution, the A- flat actually functioning 
enharmonically 1n its ascent to A natural, as a G-sharp, and the minor 
sixth interval of the F minor inversion resolving in contrary motion to 
the perfect fifth 1n the A dominan t seventh, one should not be deceived 
by the simplicit y of this scheme; for it 1s the tonal space created 
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between these two structural points that opens wide and creates the most 
interesting effects in the whole cadenza. 
In the tonal space between m. 3 and 18, where the second theme 
enters on the dominant , we can see the outline of an octave prolongation 
of the top voice G through a gradual descent, this descent from G to D 
outlined by the descent to F natural above the F minor inversion, 
followed by the E-natural above the A dominant-seventh chord , and the D 
octave above the dominan t seventh in m. 18. The second half of the 
descent, D to G, takes place within the G ma j or orbi t, inc l ud i ng the 
applied dominant D: 
This pattern repeats several times within the second theme group. 
The expansion of tonal space that follows the second theme group 
seems especially interesting. Since the dominant key appears early 1n 
the cadenza, m. 18, with the conversion of the local tonic to V of 
C minor in m. 27, almost the half-way point in the cadenza's 64 
measures, the second half concerns itself with the consolidation of the 
dominant-tonic ax i s rather than the "searching" character of the first 
half . As I discussed in the early part of this chapter, Beethoven 
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eschews the formulaic delaying tactic of the penultimate dominant to 
increase dramatic tension because of the early appearance of the 
dominant, relying instead on other means to achieve tension, most 
significantly in the phrase groupings and harmonic rhythms. The descent 
to F natural in the upper voice 1n m. 27 corresponds with the 
"dominantization of G, followed by the next structural note in the upper 
voice descent- E-flat. Despite the D's appearance in m. 29, theE-flat 
still the prevails as structural note in m. 40-47 until the resolution 
of the six-four in m. 48 and thereafter In the bass we see the expansion 
of tonal space through the prolongation of the E-flat in the top voice, 
accompanied by the bass ascent of a fifth with parallel sixth chords. 
Once the cadential six-four is stated in m. 46 and 47 further space 1s 
created for expans1on by extending the expected resoloution of the Slx-
four through a chromatic descent to E-flat, the first inversion of 
C minor, F, the subdominant and finally the dominant at m. 64. 
In short, we see in this background graph a "bird's-eye" view of 
the two ma1n centers of dynamic activity flanking the relatively stable 
second theme area; the first consists of constant tonal motion seeking 
ultimately to connect the opening C minor with the V of V-D atm. 17. 
The second, which follows the second theme area , seeks to prolong the 
dominant from m. 28-64, a relatively long stretch . In the bass, two 
patterns of tonal motion emerge prolonging the tonal space between the 
constant array of dominant chords: the ascending fifth, C to G in m. 
40-46, and the chromatic descent to E-flat, m. 46-50, with an ensuing 
diatonic ascent through the subdominant, m. 51-52, to the last dominant 
section , m. 53-64. 
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In the structural top voice the G is prolonged through the firs t 
section between the opening C minor and the G dominant, m. 1-18: t he 
F natural in m. 27 connects the G with the E-flat, which is prolonged 
from the C minor chord at m. 28 through the C minor six-four at m. 46. 
The D then arrives at m. 48 above the F-sharp and dominates the rest of 
the cadenza. 
The Facsimile vs. Breitkopf and Hartel Edit i on 
We ought to take account of several discrepancies be t ween t he 
facsimile edition and the Breitkopf & Hartel edition. The most frequen t 
errors 1n transmission seem to be in placement of bar l i nes, which in 
itself does not drastically alter performance or interpretati qn, because 
of the looseness of approach associated with the fantasy-measure. Yet 
the differences should be pointed out, and if possib l e t he performer 
should be apprised of the original Beethoven facsimi l e copy wherever it 
may influence interpretation. 
Hess ' s Corrections 
a. In B. & H., no barline between m. 16 and 17, surprising l y , 
it 1s supplied in the Dover reprint. 
b . In m. 53, the left hand octave 1s lacking 1n both the B. & 
H. and the complete edition: 
Ex. 3: Cadenza for Op. 37 - Autograph Facsimile 
(I have indicated the low octave G in parentheses 1n the 
graphs, alluding to the low G that appears in the 
facsimile). 
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c. Between m. 61 and 62 onwards, there are no barlines. 
Between m. 62 and 63 there appears to be a smudged barline. 
It appears as if Beethoven might have wanted to wipe it out, 
perhaps to lend this passage an unmeasured fantasy-like 
quality. Both B. & H. and Bonn editions add these barlines 
without comment. 11 
Other Corrections 
L 
a. The bar line supplied between m. 17 and 18 1n the B. & H. 
edition does not appear in the facsimile: 
Ex. 4: Beethoven Cadenza for Op. 37 - Autograph facsimile 
b. The barl ine supplied between m. 24 and 25 in the B. & H. 
edition also d oes not appear 1n the facsimile edition: 
Ex. 5: Beethoven Cadenza for Op. 37 - Autograph facsimile 
11 Hess/KADENZEN, preface to op 37. 
' 
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c. In the facsimile there appears to be a barline i n fantasy m. 
16 in the section harmonically prolonging the A dominan t, 
just before the appearance of the bass clef in t he left 
hand. This is lacking in the B. & H. editi on. 
Ex. 6: Beethoven Cadenza for Op. 37 - Autograph Facsimile 
Conclusion 
In this cadenza we see an amalgam of the precise, composi tional 
cadenza as exemplified by the op. 19 cadenza, and the expansive, free-
fantasia abandon exempl i fied by the third cadenza to op . 15. 
Beethoven's bold , new experimentation in the crucial juncture between 
cadenza and coda, previously seen in the op. 19 and op. 15 no. 3 
cadenzas, makes its presence felt here as well. The contextual 
relationship between cadenza and coda, which I hypothesized as a 
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significant contributing factor to Beethoven's avoidance of the 
penultimate dominant in op. 19, 1s present here, though in a different 
guise; the dominant key appears quite early in the second theme section , 
perhaps to set up the resolution of the expected tonic at the cadenza's 
conclusion which, 1n turn, becomes t hwarted by the resolution instead to 
the applied dominant of the subdominant. In op. 37 and op. 15 no. 3 the 
greatest concentration of modula to ry fantasy-like passagework occurs 1n 
the first of the cadenzas ' three sections; 1n both situations harmonic 
palette expanded by the use enharmonic equivalency on the D-flat-C-sharp 
pitch axis . Perhaps most striking, 1S the similarity in cadential 
techniques in the final sections of both cadenzas. 
The delicate balance mainta i ned between the compositional and 
improvisational impulse in Beethoven ' s cadenza to op. 37 may explain its 
overwhelming popularity among pianists past and present. 
Chapter V - Cadenza op. 58 No. 1 
The first of the three op. 58 cadenzas follows the stylis t ic course 
of the earlier cadenzas we have thus far examined . In relation to the 
other cadenzas, which we assume to have been written the same year of 
1809 , this fact does not seem particularly surprising; yet, if one 
considers the stylistic chasm that separates the op. 58 concerto from 
its predecessors, particularly in regard to the dramatic piano 
introduction in the first movement, its new relationship with the 
orchestra, as well as the possible programmatic intent of the second 
movement, 81 it indeed comes as a surprise that Beethoven chose to 
maintain the consistency of his cadenza technique, rather than adjust it 
to fit a new first movement form. 
This cadenza, one hundred measures long, does not seem tedious, 
because the pacing of musical ideas, and the contrasts of mood create a 
dramatic tension that holds the listener's attention through to the 
final tutti . True to the fantasy style, Beethoven changes the me t er 
between alternating sections: 6 /8 in m. 1; 4/4 in m. 21; 6 / 8 in m. 36; 
and 4/4 in m. 79. That the change in meter here in the cadenza derives 
from the original material in the concerto exposition seems plausible, 
considering the wealth of musical correspondence between cadenza and 
81 See lander/ORPHEUS, p . 195-212. 
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concerto exposition down to the smallest level of detail, as we have 
already encountered in the previous cadenzas. I bel i eve the 6 / 8 me ter 
relates to the implied 12/8 pulse of the second theme in m. 29 of the 
orchestral exposition, generated by the eighth-note tri plets in the 
v iola accompaniment.' 3 The changes in meter coincide with the 
delineation of motivic areas within the cadenza as reveal ed in t he 
thematic design chart. 
1 3 Naturally this situation presents two possibilities of 
interpretation: either the eighth-note of the 6 / 8 equa l s t he e ighth-
note of the 4/ 4, in wh ich case the 6 / 8 me ter will cons titut e three 
quarters of the 4/4 measure ; or the eighth-note tr iplet of the 6 / 8 
will equal two eighth notes of 4/ 4, in wh i ch case the 6 / 8 meter will 
ult i mately equal half the time of a 4/4 measure. 
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Op. 58 
11 II ~9 
,, '' s-o 
Themat ic Design: Cadenza Op. 58 no. 1 
1A E 1A E 1C E 1A E 1A 2B 1A 2B E 
m. 1 18 19 20 21 33 36 62 76 81 85 87 92-100 
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Thematic Design 
This cadenza goes beyond earlier ones with regard to the treatment 
of thematic material: whereas the former were inclined to present 
motives from the concerto in separate sections, here we notice an 
interpenetration of ideas, and in some cases simultaneous deve lopment of 
more than one idea in a section. 
An instructive example of this technique often appears a t the 
commencement of the cadenza. Theme lA is stated in imitation a t the 
lower fourth 1n m. 1-5, a technique which appears to be de rigeur in t he 
Beethoven cadenzas; however, two other aspects to the opening measures 
appear to be derived from other elements in the concerto: 
a~ The original theme had been stated in 4 / 4 in the body of the 
concerto. The 6/8 meter pulse comes from theme lB, 2A and 
its derivative, 2B. 
b . The harmonic progression resulting from the imit a t ion in 
m. 1-5 consists of a sequence of falling fourths in the 
bass: G-D-A-E-B. The plagal relati onship, particularly 
between the D, A minor and E minor has a modal quality that 
can also be heard in the orchestral expositi on in the 
transiti onal passage leading to the second theme - see 
orchestral exposition, m. 27-31. The progression of 
descending fourths in this cadenza nearly duplicates 1n the 
exposition G-D-A minor and E minor: only the opening 
progression descends an extra fourth to B. 
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This progression of descending fourths derived from the 
transition in the orchestral exposition then appears 1n o t her 
guises in the body of the cadenza . 
In m. 11-12, the descending fourths G-D-A-E reappear, two 
chords per measure rather than one harmony per measure as i n m. 
1-5, with the same harmonies except for the last: G major, 
D minor, A minor - the last harmony in m. 12 , an E di minished 
chord , propelling the musical inertia t o the nex t passage. 
In m. 62-66, the descending- fourth moti ve appears within 
purely figurati v e passages of sixteenth-notes in contrary motion . 
The tonal motion in the bass actually transposes the whole 
progression from the outset of the cadenz a to B- f l a t, ( flat- II I) : 
1"1. 1-.r t* c):i •" ( 2 ""'\ • • . • 
The only other difference be tween the progressi ons lies 1n the 
sequence of chord qualities: the first in m. 1- 5 is G , six-four 
ma jor D major , A minor E minor to B dominan t seventh. The second 
is B-flat major , F ma jor-mi nor , C minor G four-three, and D maj or 
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(dominant seventh). The sequence of major-major minor-minor-major 
1s essentially preserved, only the second and fourth harmonies are 
embellished 1n the B-flat sequence: the F shifts from major to 
minor 1n m. 63, and the G minor is approached by a four-three 
suspension in m. 65. 
The primary melodic focus in the cadenza remains theme lA , as 
it pervades the first twenty measures and also m. 36-61, 76, and 
m. 79-80. Beethoven exploits the potential for development of 
theme lA by breaking it down into its three essential components , 
of whom possess the common at tri bute of a chromatic half-step: 
no. 1 .. . i•. 
One can already see the manipulation of the material in the 
opening five measures. As mentioned above, the opening of the 
canon1c section falls i n 6/8 and the second motivic germ omitted 
so that the third motive can be elided with the first: 
$ • 
14t• 
Perhaps in order to maintain the diatonic and concomitantly 
modal character of the descending fourths, m. 3 and 4 present 
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motive no. 1 1n an altered state; the descending chromatic half-
step changes to a whole step so that in the inner-voice 4-3 
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The two resulting chords rema1n the diatonic supertonic and 
submediant chords of G major. 
In m. 7-10 both the ascending and descending gestures 
fragment and shift from voice to voice in imitation . Here, again, 
the half-step relationships occasionally vary in order to conform 
to the harmonic-contrapuntal sequence of these measures: 
In this particular sequence, the 4-3 struck-suspension 
predominates the descending figures, while the 2- 3 suspensions 
sound above the minor triads. 
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In m. 13-16, the ascending and descending gestures , nos. 1 
~ 
harmon1ze 1n parallel thirds: 
and 2, combine and 
• • 
()\. ~~-16 
The F-sharp and A function as lower neighbors to the G and B-flat. 
This figure, repeated four times, each time alternates from the 
higher to the lower octave. The descending half-step appears on 
different scale steps and in augmentation in the l eft-hand 
accompaniment: 
b b 
Here Beethoven provides the performer with a visual deception: 
this C-sharp in the bass , m. 13-14 actually functions as D-flat, 
since it resolves downward to C-natural, the applied dominant of 
F, etc. Therefore visually it leads expectations upwards, in f orm 
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of a resolution to the dominant, D in the bass at m. 15. The 
change of direction to C-natural 1n m. 15-16, a feign away from a 
premature dominant, constitutes the first of several decept i ons to 
follow in this cadenza. 
In m. 17-19 the half-step figure appears in a form of 
diminution, summing up the events in m. 13-16 1n one measure. 
First, comes a syncopation resembling hemiola. The six-eight 
pulse generated in the figure 
shifts to 3/4 with three two- note phrases: 
b au 
Secondly, the alternating shift between two registers in m. 13- 16 
expand to three in m. 17, while the movement from G to F-sharp, 
stated once per measure in m. 13- 16, expands as well to a three-
fold repetition 1n m. 17. 
The next section, m. 21 - 32 reveals the influence of Mozart , 
both in the selection of a subsidiary theme, here 1C, rather than 
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the second theme (which Mozart rarely uses 1n any of his cadenzas) 
and in the use of variation technique with Alberti bass, m. 25-32. 
It seems that in this instance, the avoidance of the second theme 
may have resulted from a practical consideration: the martial 
quality of the second theme and its ever-wandering modulations 
would not serve well as a brief respite from the general ly dynamic 
character of the cadence that precedes and succeeds it . Perhaps 
Beethoven used the same reasoning in his including the subsidiary 
theme in his cadenza for op. 19, that we have seen previously. 
The rhythmic pattern of a dotted-eighth and sixteent h in the 
melody in m. 21, 
serves as a springboard for motivic variation in m. 25-32. M. 23 
and 24 provide an interesting brief harmonic excursion to G minor, 
the submediant of B-flat before springing back to B-flat by means 
of an insertion of an F chord in first inversion on the fourth 
beat of m. 24. This closely follows the original rendition of the 
original 1C theme, stated 1n the orchestra in the piano exposition 
with one major adjustment to compensate for the higher range of 
the cadenza piano version 1n B-flat major. The original register 
of the strings in the orchestral exposition, m. 119-122, was 1n a 
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dark, warm register, the melody lying an octave and a fifth below 
the cadenza version: 
Ex. 1: Op. 58 Orchestral Exposition 
-- ~ __... -
}J·..____;; ~ ~ if if ~. 
l .-;_3 l l~) ~6 • _;,. · ' ...... f.-' ~ if if dim. p ~ 
' 
P_ 
~ ~~---~ ·:£. .y--:_ dim;::=:::_ 
I • 
The highest note in this theme had been D, m. 121, a minor 
sixth above the opening F- sharp. It also serves as the climactic 
moment, when the D, syncopated on the second beat, becomes 
harmonized by the augmented sixth and then the dominant s i x- four 
of the mediant : 
11f , .. • ~ : . .... _,. Li -t~ b b q. ~ 
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The analogous place in the cadenza inverts this climactic ascent 
from a minor third upward in the orchestral exposition to a 
descending minor sixth from G to B-flat: 
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An inverse event occurs in the bass motion: in the exposition the 
bass note had ascended a minor sixth simultaneously with the upper 
voice ascent of a minor third; now in the cadenza the bass 
descends a third while the top voice drops a sixth. 
Nevertheless, the ensuing variations in m. 25-33 based on m. 
21-24, omit m. 23, the third measure in the four-measure complex, 
focusing instead on the melody and harmony of m. 21, the harmonic 
progression of m. 22, and only the melodic contour of the first 
two beats of m. 24. The excurs1on to the submediant i n m. 23- 24 
disappears in variation, probably to place more emphasis on the 
prolongation of a clear cadence in B-flat major. 
M. 25 in the variations replicates m. 21 with the following 
divergences: the melody comes down an octave from m. 20-21 like 
the original D major version of the theme 1n the piano exposition; 
the chorale - the sustained harmonization of the melody 1n m. 21 
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gives way to a solo melodic line 1n the right hand, accompanied by 
an Alberti bass in m. 25. M. 26 preserves the harmonic 
progression of m. 22 faithfully, just continuing t he Alberti bass 
patterns while significantl y altering the original melody from m. 
22: 
The stems on the right in the example above show the original 
skeletal framework of m. 22 within the fleshed-out s ixteenth-note 
variation in m. 26. The first two pitches fr om m. 22, A and F, a 
descending major third, now invert to an ascending minor sixth. 
Then the order i s reversed, so that the A follows F an octave 
higher than the first A. (We have already seen the technique of 
inverting melodic intervals i n the comparison of m. 23 with t he 
piano exposition , m. 118). The last two notes of m. 22 , B-flat 
and D (quarter- notes ) appear 1n double diminut ion as s t aggered 
sixteenth-notes on the third beat of m. 26 F natural fa ll s on the 
fourth beat, closing the me lodic movement within B-flat, thus 
sidestepping the movement to the submediant, G minor , which 
occured in m. 23. 
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In m. 27, we see the expansion or development of the V-I 
progression ( in different inversion) of m. 26 and its model, m. 
22. However the melodic contour of m. 27 derives from the model 
of m. 24, first two beats: 
• 
It appears that the last two melodic notes, D and B-flat of m. 27, 
derived from the first two notes - A and F natural from m. 22, 
and serve as a kind of antecedent-consequent answer to the 
original phrase, e . g. 
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The new fusion of the bass-note motion in m. 22: E-f l at, E-
flat, D, B-flat, and; A, B-flat t hat straddle m. 24-25 , t herefore 
form a new ostinato pattern spanning two measures and repeated as 
a sequence three times from m. 26-31. Flanking these repetit i ons: 
in m. 25 an introduction of the head of theme 1C , and 1n m. 32 , a 
trans i t of the l ast sequence t h ro ugh the ii six-f ive to t he goa l 
of al l the harmon i c motion - t he B-flat six- fo ur cadence in m. 31. 
In m. 28 at the second repe t ition o f the harmon ic sequence, 
the right hand figuration from m. 26 drops down an oct ave wi th t he 
substitution of the first note, A by a sixteent h res t. (We have 
seen this as well with the opening of theme 1C i n m. 21 i n the 
high reg i ster and its descent of an octave for i t s repet i tion in 
m. 25). This syncopation in turn becomes the veh i c l e of rhyt hmic 
development through the following four measures: 29-32. I n m. 29 
the syncopation occurs on every beat of the measur e . The mel od i c 
figure from m. 27 also transposed down an octave t h ough t he 
syncopations, alters the rhythmic character of the origina l 
figure. The D and B-flat quarter notes from m. 27 , third and 
fourth beats are als o filled i n at m. 29 to i nc r ease t he moment um 
of the sequence: 
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M. 30 continues the sequence but begins t he melodic 
syncopation a sixth higher than opening figure of m. 24. For the 
first time the sixteen-note figuration from m. 26-28 does no t 
repeat over the same harmonic sequence; however the notes 1n the 
last half of the measure further develop the last half of m. 26, 
the arpeggiation of the B-flat, with an insertion of a passing 
tone: 
In m. 31 the two-note figures evolv e into three-note 
sixteenths following a sixteenth rest. The first two figures 
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appear as repetition of m. 29 an octave higher with added 
apoggiaturas. 
; 
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Only the last figure in m. 30 takes a different direction from its 
predecessor, the ascending third (m. 29, fourth beat) - it becomes 
a descending third and begins a sequence of descending thirds that 
continues through the first three beats of m. 32. The sequence 
breaks as the last figure prepares for the ( false ) cadential six-
four chord: 
I', .. *'· ~· 'T"' • • {.\ 
~~ ......:; ~ I ~ 31 {.\ b. • ~ . , #- 4- 4-4- .h-1-
- - - -
The proximity to an important cadence receives emphasis from the 
high incidence of dissonance between the descending three-note 
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figures and the accompaniment beginning wi th the last beat of m. 
31: 
M '3( . - lhJ /)_w bT2 ~ ~ I ...,..,;:-
"11 \ o• I "'' ... w: • ..1 
':;:J .;;: J "1 ~, 
I • 
\...V 
bj~ )1 )1 )q -t7 7 - • b~ ~ . ,.., • 
' - "1 • • -
1 - -- -
M. 33-35 form the dramati c midpoint of the cadenza. Standing 
alone, they resemble the early, simp lified prototype of the 
concerto cadenza, consisting of scale passages and arpeggios 
embellishing the cadential six- four chord, before resolving to the 
final trill over the dominant. In context though, these measures 
fulfill a function similar to the false recapitulations found in 
Haydn and Beethoven sonata-form developmen t sections. Here the 
fault occurs in the tonality - B-flat major.•• Even the 
inexperienced listener gets wind of this deception when the V6 of 
G slips in under the common tone C, the penultimate trill steering 
the r est of the cadenza back on the correct path to the cadence on 
G in m. 36. The change of meter back to 6/8 with the devel opment 
of theme lA offers a sense of recapitulation to the beginn ing of 
the cadenza and a clear sense of a new section. 
14 The linear graphs will explain the meaning of the B flat in the 
greater context of the cadenza both harmonically and melodically . 
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This new section, m. 36-75 explores new dramatic 
possibilities of the cadenza. The sixteenth-note figuration 
intensifi es greatly within the development of theme lA . Two new 
versions of the theme appear, one with the emphasis on the 
descending half-step (no . l ), 
and the other representing the ascen t of a half-step: (no. 2 or 
3) : 
• • oR I• • 
The tonal center primarily holds around G minor with 
occasional forays back into B-flat, its relative major . Theme lA 
now exhibits a fifth relationship with its harmonic support, no t 
the octave as it was 1n the concerto exposition or the third, 
earlier in the cadenza . 
The dramatic pacing of this section seems especially 
effective: in m. 36-43 a question-answer interplay between the 
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two-bar lA melody over the dominant first inversion of G minor in 
the left hand begins, followed by a scalar filling-out of the D 
dominant -seventh chord in the right hand. The same pattern then 
rep eats above the parallel minor G, although the answer phrase 
consists of arpeggiation, rather than scalar passages. 
In m. 44-51 the pace quickens through the use of diminution: 
the lA deri vative melody compresses to one measure from the 
previous two. The harmonic progression, V-i of G minor similarly 
reduces to two measures-per-harmony from the previous four-measure 
complex. The previous question and answer phrases recur, now 
reduced even further from four measures to one: the answer phrase 
overlaps wi th the one bar lA deriva tive melody , entering in the 
bass with an arpeggiation of the dominant-seventh and tonic chords 
respectively: 
- . --- - ,...... - - - l - I l /', .. I I I I I I l I t • i I, I ' I 
1 1 ~ '¥1 I -.....I --
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This condensed question-answer measure that began in m. 44 repeats 
through m. 51 with the consistent shift of the bass down an 
octave. (This technique had al r eady appeared in the melody if 
theme lC 1n m. 21 ) . When the sequence repeats in m. 48, the 
original incomplete D dominant seventh chord 1n the right hand 
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transfers register one octave upwards including the missing note -
A: 
I fl. ~ 
The G m1nor receives similar treatment: when it is repeated in m. 
50 the chord shifts up an octave with the third , B-flat doubled 
from m. 46, 
so that the melody now appears in the middle voice within the G-
minor chord . 
By m. 52 the pace has increased - the eighth-note activity in 
the right hand has been accelerated to sixteenth notes while the 
sixteen-note arpeggios in the bass have been doubled to fill the 
entire measure. This results in simultaneously-moving arpeggios 
running in contrary motion in both hands from m. 52-55, 58-59 and 
62-65. Significant here is the abandonment of the lA material 
temporarily until its repeat in B-flat, m. 56-57 and 60-61 . These 
arpeggios serve other functions as well, combining other 
compositional elements from che body of the concerto. 
a. They prolepsize theme 2B, an especially important musical 
idea, the first one to enter in the coda following the 
conclusion of the cadenza , and it indeed does return twice 
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1n "false" guises at the conclusion of the cadenza, m. 81 
and 87. 
b. They subtly integrate the descending fourths 1n the bass , 
reminiscent of the descending fourths at the cadenza ' s 
commencement , as well as the orchestral transition to theme 
2A in m. 27-31 of the orchestral exposition . 
More specif i cally , m. 52-55 consist of a series of applied 
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The reference to theme 2B , is the familiar sound of the 
dominant four-two chord, (in this case the same one as theme 2B-
D). However, it stands out as an oddity, because its d i rect 
resolution to the following dominant chord in root position 
deviates greatly from the standard, in which the dissonant seventh 
in the bass resolves downward a half-step to the major third of 
the following chord, or a whole step to the minor third of the 
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next chord. In this exampl e the standard resolution might have 
been: 
One can only speculate here that there two elements fuse in 
these measures, and perhaps these unusual resolutions of the four-
two sonorities serve to set in relief the descending fourth motive 
that , as mentioned above, has subtly appeared within different 
contexts 1n the cadenza . One has only to compare the bass line 
pattern, m. 52-55 to m. 62-66, discussed earlier, to see an 
unmistakable similarity in the descending bass progression; if 
anything , the latter passage extends the pattern of descendi ng 
fourths by one to five: 
P1. S").,SS A. {,).·b~ 
C:j:j o~ if • ~. b.' .. • 1• • • -. 
The goal of tonal motion in m. 66 seems to be G m1nor, 
following the descent of fourths from B-flat 1n m. 62. However, 
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the classic form of deceptive cadence follows the D major chord in 
m. 66 - an E-flat, Italian form of augmented sixth chord without 
the fifth, B-flat: E-flat/G/C-sharp/G. The outline of an 
augmented fourth from G to C-sharp may possibly refer back to the 
same interval, C to F-sharp emphasized in the solo exposi ti on , m. 
74. 
The entrance of the E-flat seventh, moreover, commands 
attention because it occurs in the second half of the measure, 
disturbing the previously steady harmonic rhythm, and impeding the 
perpetual sixteenth-note motion in the bass with a quarter-note E-
flat, followed by rests. The absence of bass notes in m. 67 and 
then in m. 69 lend a free-floating quality to the hovering 
arpeggios similar to the fantasy-measure in the other cadenzas. 
Only in m. 70 do the steady E-flat quarter notes establish a 
rhythmic "vamp", setting up expectations for ent ry into a new 
section. 
I find it interesting that Beethoven supp li es the visual cue 
ln m. 68 to the performer, though not the listener, that the c-
sharp in the E-flat augmented sixth chord will not resolve upward 
to D in the melody and perhaps complete the penul timate cadence at 
the conclusion of the cadenza. The C-sharp undergoes enharmonic 
change to D- flat, and signals that the alleged augmented-sixth 
chord functions an applied-dominant chord, where the seventh, D-
flat will resolve downward to C, the third of A-flat, r ather than 
the C-sharp resolving upward to D, as part of a G or G minor. (We 
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already saw an earlier manifestation of the avoidance of the 
dominant six-four resolution in m. 13-16 where the C-sharp 
resolved downwards to C natural 1n the bass ) . Indeed Beethoven 
teases us with an A-flat in passing s ix-four position within the 
long prolongation the E-flat seventh chord, m. 72-73 . 
In ef fect, we have seen here a double-deception: the E-flat 
augmented-sixth chord in the second half of m. 66 substitutes for 
some form of the tonic. Then the same E-flat augmented sixth 1s 
reinterpreted to yank the tonal direction in the direction of the 
flat side, specifically phrygian - flat-II, A-flat of G major, a 
further delay of the final cadence. 
However, the expected A-flat itself 1s still delayed. M. 74 
and 75, marked diminuendo while the bas s E- flat pedal points 
de crease to one per measure, serve as brakes applied to the speed 
and intensity that had accumulated from m. 36 _to this point . M. 
76 still repeats the E-flat without the seventh, which had been 
omitted in m. 74-75, but two new factors enter: 
a. The meter shifts to common time. 
b. Theme lA, only t he descending half step version, 1s 
introduced in the bass. M. 77-78 playfully reinstate the 
six-eight meter with the same right hand arpeggiation as m. 
74-75. The reason for the subtle omi s sion of the seventh, 
D-flat, in the arpeggios in m. 74-75 apparent here - the D-
flat will be the new pedal tone in the bass in m. 77-78 and 
Beethoven saves it for that role. M. 79 stubbornly 
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reintroduces the 4/4 meter and theme lA in the bass. 
However, the D-flat which has been established as the new 
bass note, now sits below the E-flat reinvoking the dominant 
four-two chord once again. M. 80 repeats the same pattern 
an octave higher with the right hand adding the middle E-
flat to thicken the E-flat chord upon its repetition. 
Once again , we see the combination of various thematic 
elements in this section. The combination of theme lA i n the 
bass, for the first time comprising the seventh of a chord, 
and the four-two position, creates a smoother trans ition to theme 
2B. One may draw an analogy to the use of a pivo t chord in a 
modulation: the pivot contains the elements in common to both 
harmonic orbits - that which it leaves as well as that to which i t 
arri ves. 
In m. 81, theme 2B finally makes an appearance follow i ng the 
Beethovenian wrestling match between themes l A and 2B. The false 
recapitulation technique once again takes hold, for theme 2B comes 
forward in the wrong key, a half-step higher than its original 
appearance as the dominant in G major and indeed, as it appears 
following the cadence at the completion of the coda . 
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Nevertheless, it finally leads to the harmonic goal of A-flat, 
albeit briefly, twice within the repetition of the theme, m. 82-84 
that had been obstinately delayed from the D-flat seventh 1n m. 
68. 
The humor of "deception" dominates the juncture of m. 84-85: 
the wrong key of A-flat connects itself, not through subtle, 
sleight-of-hand manipulation, but rather, a sudden wrench down 
half a step to G major from A-flat major by means of a diminished 
fifth from A-flat to aD dominant-seventh in the bass. The 
technique recalls that used in the other major location of the 
deceptive cadence at m. 35-36 . There the motion from an F 
dominant-seventh to a D, first inversion dominant seventh, 
operates through the employment of a common tone, C, in the 
melodic voice: 
/"; .. 
I 1'\. '!5 
Here again the C acts as common tone, however the motion in the 





I pointed out earlier that the intervallic relationship of 
the augmented fourth, C to F-sharp, which appeared in the s olo 
piano exposition, m. 74, 
·· ~ 
however incidental, appears subtly in different contexts in the 
cadenza. As, for example, in the right hand figuration above the 
E-flat dominant, where only G and C-sharp sounded at m. 66-71. 
The same might be true here in the unusual harmonic motion a in 
the bass - A-flat to D, 
While this relationship probably bears some signif icance in 
the relationship between the A-flat and the D dominant , a broader 
perspective of m. 76-92 reveals other important relationsnips. 
Essentially, what transpires between m. 66 and 92, despite 
the local deceptions , may best be called a delay of motion; a 
prolongation of E-flat, VI in G minor and major, which functions 
235 
ultimately a s the augmented sixth to the G m1nor six-four in m. 
92 . The shift from C-sharp to D-flat in the E-flat chord, at m. 
68, allows the further prolongation of the E-flat as an applied 
dominant s eventh of A-flat, flat-II, before resolving to the D, or 
G m1nor s ix-four 1n m. 85-92. 
We can see traces of another influence previously mentioned , 
the descending fourth idea in the bass, that may have had its 
origin from theme 2B: the bass motion after all, is: 
: @ 
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Here the descending fourths invert and thus expand to fifths, 
moving in a sequence a half-step apart; 
....... .... • -1+ -,, • 
~ '-->) 
The V-I relationships exhibit stronger magnetic pul l than the 
plagal descending fourths that we have witnessed in m. 62-65. 
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All of the chromatic motion, from E-flat to A-flat, D to 
G m1nor appears as a sort of musical filibuster - delaying the 
arrival of G major, for even when theme 2B seems to arrive in the 
right key, m. 85, the B-flat in m. 88 signals that the eventual 
tonic will probably be minor, not major. In m. 91, contrapuntal 
adjustments shift towards a conclusion on the G minor six-four, in 
m. 92. So, the listener obtains a sense of possible finality, -
with reservations . 
M. 76- 80 reveals a subtle technique that obscures the 
direction of the tonal motion. The lA theme recurs now in the 
bass, m. 76 with the strong tonic , E-flat. M. 77- 79 descend one 
step in the bass to D-flat, maintaining the triad in the upper 
voice, B- flat / G/B- flat. In m. 79 theme lA repeats on D-flat with 
the continuation of B- flat/G/ B-flat in the right hand. The 
natural inclination of this harmonic progression with this voicing 




The melodic shape of theme lA, in the bass, in m. 79 also aids the 
possible adumbration of a C dominant-seventh: 
Either an E or an F-natural could have been supplled l n the inner 
voi ce ln m. 79, further leading expectation in the d irec tion of 
the C applied-dominant seventh: 
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It seems however, tha t Beethoven felt content ln preserving the 
three-note formation in the right hand. That remained consis t ent 
from m. 67- 69. The harmonic amb igu ity resulting from three-note 
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arpeggios, which comprise just two pitch classes, one of which is 
doubled at the octave, leaves ample room for agile activity in the 
bass. Furthermore, the three-note formation, whether a chord, or 
arpeggio also leaves room for a textual crescendo to the desired 
place of emphasis. M. 80 sounds the four-note chord with the 
crucial E-flat in the right hand. The bass jumps up an octave and 
thins its texture from an octave to a unison, clearly highlighting 
the lA theme on D-flat, while at the same time clarifying the 
ambiguity inherent in m. 72-79, namely that the D-flat / B-flat / G 
formation does not allude to either D-flat diminished-seventh or C 
dominant seventh chord, both with an E-natural in the inner voice, 
but rather, slowly prepares for the E-flat dominant in four-two 
position that unfolds, first as a manifestation of lA developmen t 
in m. 80, then as theme 2B. M. 80 thus becomes emphasized by the 
thicker, four-note texture in the right hand, clearly stating an 
E- flat triad, and the bass octave leap: it serves as the crucial 
pivot between theme lA and 2B. 
Despite the statement of theme 2B on the E-flat dominant of 
A-flat, it appears, in context of the repetition of 2B a half-step 
lower in m. 85, that the E-flat four-two, stated in m. 80-81, 
plays a simultaneously dual role as dominant and augmented-sixth 
chord. On the immediate level, the seventh of the E-flat four-
two, D-flat, in the bass, resolves downward to C, the third of A-
flat, m. 82, first beat, and eventually the A-flat, beat four. 
However, the long-range resolution of the E-flat four-two appears 
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to be to the D dominant seventh in m. 85. Therefore the D-flat 
actually resolves upwards as a C-sharp. The harmonic reduction 
would show: 
m. 7b ~ 
@\/:3 
The effect of this passage 1s another one of deception: by 
the conclusion of m. 84 Beethoven has, in effect, said the 
listener "I was only joking - where the harmony really goes - to 
the dominant D, not A flat, flat II ... ". Indeed, the ambidextrous 
nature of the D-flat /C-sharp enharmonic equivalent announced 
itself early on in m. 67-68, where the change already appears 1n 
the score and the deceptive technique once again resembles the 
false recapitulation - a wrong solution followed by the correct 
one. 
Resemblances between broader, formal aspects of this thematic 
area - 2B, m. 81-92 with the previous section that developed theme 
lC, m. 21-33 may be cited: 
a. Both sections marked dolce: the 2B section also indicates p 
(this is a rarity in Beethoven to encounter a dynamic 
marking in addition to the indication, dolce ) . 
b. Both are in common time, following a section in 6/ 8. 
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c . Both sections ultimate ly lead to six-four chords with a 
fermata. 
d. Both sections consist of thirteen measures , if we i nclude 
the pivotal introduction measure 80 in the count for theme 
2B . In theme IC, the six-four fermata mus t also be included 
in the count. 
e. The first four measures then double to eigh t 1n theme lC: 
the same holds true for lB . 
f . The measures following both fermatas cons ist of long 
fantasy-measures in m. 33 and 92. 
g. Both six-four chords, the B-flat and G minor respec t ive ly, 
receive primary embellishment from their lower chromatic 
neighbors. This factor may or may not be re l ated to the 
half-steps characterist i c of theme lA: 
Ill, ·P .. 
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h. Both sections conclude with three-note repetitions of and 
augmentations of respective motivic devel opment two measures 
prior to the six-four chords: m. 31-32 and m. 90-91. 
1. Theme and variation technique marks both sections: the r i ght 
hand e l aboration upon themat i c material above and Al berti 
bass occurs immediately after the statement of IC. 
J· After both six-four chords comes a penultimate right hand 
trill. 
k . Both the statements of theme IC and 2B t ake f our measures, 
though the latter theme is broken into two two-measure 
segments separat~d by variations a half-step apart. The 
similarities between these two sections are unmistakable, 
lending a symmetry to both ends of the cadenza . 
Finally, some peculiar characteristics of the c onclusion of 
the cadenza deserve note : m. 91 displays an unusua l harmonic 
progression. Here I reduce the progression, from the following 
measure: 
The progression from C minor , first inversion, to the A 
dominant seventh in m. 91 sounds awkward. The motion from E-flat 
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to A in the bass (bracketed) stands out as the most unusua l 
characteristic, but it does not stand alone as a factor: two sets 
of resolutions do not function in the conventional way; the G 
appl ied dominant six-five of C minor (m . 91) ought to resolve to a 
C minor in root position, the B-natural resolving upward a half-
step to the C, following the norms of voice-leading: 
- .. 
~= 
Since the goal of motion is the G minor six-four, the most 
practical method of motion would probably have been some variant 
of this example, where the powerful chromatic line leads smoothl y 
to the D in the bass. A C-sharp diminished-seventh chord would 
have smoothly connected the C minor with the G minor six-four, 
thus obviating the awkwardness of the A-dominant seventh: 
@Jl b; ~=-
., 
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The A dominant - seventh that the C-sharp diminished-seventh 
replaced, arrived in an unusual manner, the second element to do 
so, before moving directly to to the G minor six-four: 
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Another solution that would not have drawn so much attention wou l d 
have been the appearance of the A appl ied dominant seventh in 
first inversion, leading to the G minor six-four in contrary 
motion: n~ 
/ ... - .... .. 
~ - • 
-- A lb. ..lot 
Jt _tL 
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The peculiarity that results from the use of the r oot position, 
A domi nant seventh, is its resolut i on to a G minor six-four in m. 
92 rather than an expected dominant seventh, which i s de l ayed 
further until m. 100. 
The meaning of this A dominant seventh can bes t be understood 
if we address the underlying issue here , one that frequently rears 
its head in the cadenza and fantasy - the problems of deception 
and surprise: Beethoven's style is so thoroughly controlled that 
a detail as seemingly insignificant by our standards carr1es great 
weight in his music; though G minor has been the controlling 
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tonality in this section of the cadenza, the listener senses that 
the G major six-four will inevitably close the cadenza resolving 
to the dominant. In this particular passage the gravita tional 
forces of the chromatic progression, most notably the chromat i c 
inner voice just mentioned B flat-B natural-C-C sharp-D , as wel l 
as the shift to E natural above the A dominant seventh chord, 
could very well lead to that expected G major six-four. The most 
conventional path would have been the progression postulated 
above , C minor /C- sharp diminished-seventh/ and a G six-four above 
a D in the bass: 
...... ; 
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The movement from B-flat (which functions as an A-sharp) to B-
natural would have been smooth and the G major surprise well 
prepared. However, Beethoven creates an inverse deception: the 
six-four chord remains G minor for an extension of several 
measures, m. 92-98, further delaying the awaited G major s ix-four 
chord. 
Had Beethoven used the C-sharp diminished-sevent h instead of 
the A applied dominant , as he uses here, the existence of B-flat 
in the chord would have detracted from the arrival of a G m1nor 
six-four in m. 92 in the sense that it would seem smooth and anti-
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climactic. The A dominant seventh on the other hand, raises 
expectations to hear the long awaited G major six-four. Its "non-
arrival" at m. 92 becomes emphasized as an event especially 
because of the awkwardness in the resolution from the A dominant 
to the minor six-four . 
The transition from the G m1nor six-four, m. 92 to the V 
chord in m. 100, exemplifies another case of musical filibuster -
the purposeful delay of the final dominant. The penultimate tril l 
intrudes immediately following the fantasy-measure , prolonging the 
G minor six-four. The trill shows a flat above the main note A, 
and instead of a flurry of dominant chords , a sequence of horn-
like flourishes triumphantly announces the G minor six-four, which 
refuses to resolve , embellishing its root D chromatically from 
above and below, the half-steps possibly organically related to 
the half-steps of theme lA: 
1"\. ~.) qf 99 'fti£1)1i 1A 
t t~u;r= = • • • • • ,__, lfl • • ·l· • 
In the penultimate trill we witness a composite of old and new, 
the minor six-four, prolonged by the B-flat in the trill through 
m. 100, where it finally surrenders to the B-natural in m. 100, 
which arrives not as part of the major six-four as we had 
anticipated, but as an upper-neighbor to the dominant that had 
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already arrived 1n m. 99 against the obstinate rubbing of the B-
flat . 
An important aspect of the coda in op. 58, not to be 
overlooked, is its beginning on theme 2B on the dominant four-two. 
Perhaps 1n an attempt to facilitate this seamless transition from 
cadenza to coda Beethoven avoids a statement of the bass no te D, 
in a low register, opting instead to connect the D in m. 100 
(above middle C) smoothly to the middle C bass note of the tutti 
section. Thus, as we noted in op. 19 and op. 37, specific events 
occur at the conclusions of the cadenzas which facilitate smoot h 
transitions to their respective orchestral codas, each with its 
own set of compositional idiosynchrasies. 
Some Anomalies in the Facsimile 
Before leaving this section, I should point out some editorial 
anomalies, all of whom involve the inclusion of superfluous F-sharp 
indications in the score itself, despite the F-sharp indicated by the 
key signature: in m. 13-14 F-sharps appear 1n the right hand, yet they 
disappear for no apparent reason in m. 15-16 despite the presence of 
more F's. Neither of these F- sharp indications appears in t he facsimi l e 
edition: 
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Ex. 2: Cadenza for Op. 58 - Autograph Facsimile 
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In m. 85 there appears an indication for F-sharp, 1n the right hand of a 
D dominant-seventh chord. This case may be dismissed on the grounds 
that it merely negates the F-natural of the preceding measure an octave 
above . However superfluous F-sharp signs follow in m. 87-88, both right 
and left hands; at m. 89 the left hand F-sharp disappears but the right 
hand F-sharp remains, and 1n m. 92 F-sharps are written 1n the two 
octaves where they occur. Strangely enough the arrival of D major 1n m. 
99-100 does not appear with sharp indicat ions . 
Other than m. 85 there seem to be no mi tigating circumstances f or 
addition of the F-sharp signs: the key signature throughout the entire 
cadenza (and movement ) has been one sharp for G major, the harmonic 
contexts clear with little room for confusion as to the existence of F-
sharp. 
Based on our earlier finding, that the F-sharp indications in m. 
13-14 were superfluous , never having been indicated in the facsimile 
edit ion, it surprised me to discover that these l ater ones did, in fact, 
appear in the facsimi l e edition 15 1n m. 85-87, 89 and 92. The only 
conclusion I can imagine: it must have been a simple oversight by 
Beethoven, especially from the impression one gets from viewing the 
facsimile of the autograph, namely that the composer rushed to commit 
his ideas to paper.'' 
15 Hess/KADENZEN, 
'' Loc. Cit. 
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Harmonic Structure 
The underlying bass pattern in this cadenza is the descent of a 
third to B-flat, the tonality of the subsidiary theme, 1n m. 21. 
Subordinate to the B-flat include a another descent of of two thirds 
encompassing G minor in m. 40, and E-flat in m. 66. The final third -
E-flat, the lowest point of the descent, and as we have already seen, 
functions as a source of multiple paths which Beethoven explores to 
return home to the D, which ultimately resolves after the six-four . The 
proportions of these tonal prolongations appear nearly symmetrical: they 
average 20 measures from the opening of the cadenza and its harmonic 
instability until the arrival of B-flat; 20 measures between the B-flat 
and G minor, and a little more than 20 measures between the G minor and 
the E- flat deceptive cadence . After the E-flat, the tonal space doubles 
to a little under 40 measures, until the E-flat finds its way home to 
the final D. 
The first 20 measures are the most unstable harmonically, because 
of the wandering nature of the imitative sequences which evoke the 
searching quality of late entries in the development of a baroque fugue . 
The G minor in m. 40 can be interpreted in two ways: as the tonic 
minor, or as the submediant, within the orbit of flat-III. Though the 
difference between these two interpretations may seem slight , for they 
are not "dialectically" opposed, I believe in drawing the distinction 
between the two. As we have often asserted, the cadenza tries to avoid 
a premature resolution to the tonic of the concerto before the 
resolution of the six-four pedal to the penultimate dominant . One could 
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argue that the G minor with B-flat substitutes for the tonic maJor, 
which, through various tonal machinations arrives ultimately at the 
cadenza's conclusion. Even so, I believe that the G minor that does 
appear functions within the sphere of the mediant, B-flat, (the latter 
interpretation). I base my reasoning upon the following: one has a 
clear idea in the style of Beethoven of the logic that underlies his use 
of deceptive cadence; we know that the expected resolution to a given 
harmonic goal becomes temporarily sidetracked through the employment of 
a deceptive cadence, though ultimately the true goal triumphs. 
Beginning with Schubert and the later composers of the nineteenth 
century the deceptive cadences radicalize, s~ that frequently the true 
harmonic goal becomes implied, though never stated. Because Beethoven ' s 
consistent method still places him in the Classical tradition, I believe 
we can safely assert that the deceptive harmony substitutes temporarily 
for the intended goal of.resolution. 
The following transpires in this musical passage: G m1nor arrives 
1n m. 40, acting as a substitute for B-flat, the mediant, which 
Beethoven had led the listener to expect because of the "false" F-
dominant cadence with accompanying cadential trill in m. 36. The V7 of 
vi in first inversion, supported by F-sharp in the bass in the 
intervening four measures, (m. 36-39), facilitates this extremely 
conventional r~solution to the submediant. 
Following the repetitive interchange of G m1nor and its dominant- D 
1n m. 40-51, where one might suspect the tonicization of the tonic 
minor, Beethoven pulls the listener back to flat-III through the 
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interesting sequential passage at m. 52-54, thereby attaining the true 
harmonic goal adumbrated in m. 35 . Following the establishment of flat-
III we then see a deceptive cadence in E-flat which resolves in two 
directions, the phrygian, in m. 82-84, or the dominant seventh in m. 85 . 
Following the deceptive cadence beginning at m. 66, I then consider the 
G minor when it occurs, to be under the aegis of the dominant D, which 
had been reached in m. 85. G m1nor in root position appears only once 
preceding the G m1nor six-four at m. 92 There it is touched upon 
fleetingly in the last beat of m. 88 as the goal of the l ocal motion of 
the D dominant 4 / 2, 1n the same way that the A-flat in m. 84 had been 
sustained under the E-flat 4/2 . 
The relationship of the G minor to the dominant as the cadential 
suspension 1s especially clear at the juncture of m. 91-92 where, the A 
applied dominant seventh resolves to a dominant 6 / 4 with a flatted 
sixth. The awkwardness of this progression results in part, from the 
retrogressive nature of the harmonic progression within the key of the 
dominant: V (A, m. 91) - iv 6 / 4 (G minor, m. 92-98) -I (D, m. 99-100) . 
Beethoven could achieve this effect because the G minor in 6 / 4 position 
functions not as a true tonic minor, but rather as an embellishment of 
the dominant itself: 
,..(}~ , ... -' • .... "1" , - '!!!:: 'tl, ).. -
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In summing up, the G minor functions 1n two ways 1n this cadenza: 
as the submediant of the flatted mediant, and as subdominant to the 
dominant. Therfore in its m1nor form ( prolonging B-flat rather than B-
natural 1n the upper voice of the cadential six-four), and in its 
carefully articulated subordinate structural relationship to both the 
flat-submediant and the dominant, Beethoven exploits the double meaning 
of the tonic minor wh i le successfully avoiding a sense of premature 
harmonic closure. 
Conclusion 
This large-scale cadenza is the last of its kind in the corpus of 
Beethoven's cadenzas. Many of its stylistic characteristics resemble 
the earlier cadenzas in regard to form , the imitative opening , the use 
of deceptive cadences, the choice of the flatted-mediant for the 
subsidiary thematic tonality, the employment of enharmonic changes as 
well as the purposeful avoidance of the premature harmonic closure . 
Despite its length, this cadenza contains less of the fantasy-element 
that we encountered, for example, in the third cadenza to op. 15 no. 3, 
and op. 37, in terms of harmonic wander i ng and unmeasured arpeggios, and 
more of the compositional symmetry of the cadenza to op. 19. The 
fantasy elements that do appear are the patchwork of changing meters, 
and the importance of the cadential deception. The main dramatic focus 
here seems to be centered on the false cadential closure in the wrong 
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key following the subsidiary theme area. From that point on, the 
cadenza propels itself on to a highly-charged journey to the penultimate 
cadence, in this writer ' s opinion, probably the most exciting in all the 
cadenza literature for op. 58, both by Beethoven and later composers. 
Chapter VI - Cadenza op. 58 No. 2 
The second cadenza for op . 58 comprises only 51 measures, roughly 
half the length of its predecessor. Its compressed nature produces an 
effect similar to the second cadenza to op. 15, both short cadenzas 
containing structural traits resembling their larger counterparts, yet 
the brevity of events and their rapid pacing leave little room for 
embellishment or connective tissue. Indeed, as we discovered in the 
study of op. 15, here too in op. 58, familial resemblances abound 
between the first and second cadenzas. A preliminary scan of this 
cadenza reveals two important earmarks of its predecessor, the first 
cadenza for op. 58. 
1) Meter changes appear 1n m. 6 and 30, and tempo changes tn m. 6, 
30 and 36. 
2) Two "false" cadences occur in the middle section and conclusion 
of the cadenza: the first "false" cadence appears on the supertonic six-
four at m. 30. One expects a resolution to a cadential trill on an E 
dominant-seventh chord, not only to resolve the six-four chord from m. 
30, but also because the sequence of Beethovenian parallel sixth chords 
in m. 32, would seem to herald the coming of the penultimate dominant, a 
technique we have noted previously in the cadenzas for op . 15 no. 3 and 
op. 37. Beethoven thwarts this expectation, simply by allowing theE 
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dominant seventh only the duration of two fleeting sixteenth-note 
triplets at the conclusion of m. 32, before stabilizing A as the local 
tonic in m. 33. With the concomitant arrival of the solo piano theme 1n 
this measure, the listener becomes apprised of the "falsity" of the 
apparent drive to the penultimate dominant. The second false cadence 
arrives in the final cadential section of the cadenza which follows on 
the heels of the introductory solo theme in m. 33. The C-sharp dominant 
seventh appears at the conclusion of fantasy-measure 36, accompanied by 
a fermata representing the second "false" cadence. The first cadenza of 
op. 58 also contained two false six-four cadences on the mediant and 
tonic minor in m. 33 and 92. 17 Notwithstanding the similarities, 
between the first and second cadenzas, however, several interesting 
idiosynchrasies distinguish this cadenza, revealing the composer's 
search for new approaches within the pale of his self-imposed 
compositional limits. 
17 The insertion of a cadential fermata at tha mid-point in a fantasy to 
remind the reader, complies with C. P. E. Bach's rules for 
intermediate false cadences or "rational deceptions". see 
Bach/ESSAYS, p. 434- 438. 
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Op. 58 
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Thematic Design: Cadenza up. 58 no. 2 
lA E 1A E lA E* Eingang lA Eingang lA 
m. 1 3 4 26 33 36 40 41 43 44-51 
*=Solo piano introduction 
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Thematic Design 
Unlike the first cadenza for op. 58, here we see Beethoven 
acknowledging an important facet of the op. 58 concerto - the solo p1ano 
introduction . •• This appears briefly on the aforementioned supertonic 
at m. 33, before disintegrating within a barrage of diminished- seventh 
arpeggios moving in contrary motion at fantasy-measure 36. As a result, 
one can see in the chart that this cadenza becomes the first among 
Beethoven ' s cadenzas to eschew secondary thematic material entirely. 
The chart also demonstrates the extent to which seemingly freely-
extemporized sections actually develop thematic material . For example, 
the relatively long passage in broken octaves, m. 6-20, which, 1n its 
tonal motion betrays the fantasy element, I believe to be derived from 
the right-hand figuration of sixteenth-note broken octaves in the 
piano's statement of the principal theme in m. 94 of the concert o 
exposition: 
Ex. 1: Op . 58 Concerto Exposition 
. ... - .... 
--......-::-------• :. . . ;. . . •:·• .... 
•• See Jander/ORPHEUS, passim., for d i scussion of op. 58 and possible 
programmatic references to the Orpheus legend. 
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The parallel-sixth chords, mentioned above in m. 32, not only prolepsize 
a cadential trill, as they had in the previous cadenzas, but here derive 
from m. 82-85 of the piano solo in the exposition: 
Ex. 2: Op. 58 Concerto Exposition 
Thus Beethoven effectively exploits the double meaning of the parallel-
sixth chords in the decep tive bridge section following the six- four 
cadence on the supertonic at m. 30; namely their derivation from the 
concerto exposition, as well as their frequently-encountered func tion 1n 
Beethoven to signal the final cadence. 
The thematic chart also demonstrates this cadenza's stylistic 
affinity with its immediate predecessors, op. 15 no. 3, op. 37, and op. 
58 no. 1; They all integrate theme lA material within the fireworks of 
the final double trills, m. 36-51. In m. 36- 38, 41-42 and 44-47, both 
ascending and descendi ng half-step gestures from the principal theme, 
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chase one another in imitative interplay in the outer voi ces, enve loping 
the double trill in the two inner-voices: 
;---, .... # 
7 1..11..14- "' o-----
The rhythmic cont our of theme l A fragments in m. 38-39, jettisoning the 
first repeated-note gesture of the principal theme , leaving only the 
ascending and descending eighth-notes which accelerate, enter ing into a 
playful question and answer dialogue. This dial ogue occurs sequentia lly 
above the modulating cadences, and in m. 47 diminutes to six t eenth-no te s 
aiding the fina l dramatic push on the dominant. 
However, one important element distinguishes this penultimate 
cadent i al trill section from the earl i er cadenzas mentioned above - the 
final double trill precedes the correct dominant, so that the modulation 
back on course occurs simul t aneousl y with the doub l e trill which mutates 
in the process . 
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Though m. 40 and 43 appear to be freely-composed connective tissue 
inserted as a buffer between these cadential modulations at m. 41 and 
44, I believe that the s ixteenth-note triplets in these measures derive 
from the piano passagework at the opening of the solo exposition 1n m. 
79-80: 
., ~ • , • - ·-"• I 
IOJ 
Thus relatively few measur~s can be seen to be free of any t hematic 
associati on with the first movement itself. 
Harmonic Structure 
The following graph of the bas i c structure will used as a convenient 




The opening gesture of this cadenza conforms to a l l the other 
Beethoven cadenzas exami ned thus far by vi rtue of i t s i mi tativ e t ex ture ; 
yet, the extreme brevity of the openi ng imi tat i ve statement , breaking 
off almost prematurely in the third measure , 
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can be attributed to Beethoven ' s amb i tious harmonic scheme . It seems 
that Beethoven ' s use of the supertoni c in the bass a t m. 33 as a major 
structural point in the cadenza may be related to the melodic shape of 
the principal theme : 
n. 3 33 
lb:TI:4J1 
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The striking similarity between the principal theme and my reduction of 
the skeletal bass structure above seems difficult to ignore. 
Specifically, the A-flat in the bass 1n m. 3 stands enharmonically for 
G-sharp, the chromatically ascending tone 1n the melodic line of the 
principal theme whose goal of resolution , A-natural, gets delayed until 
m. 33. The means of travelling the distance of an ascending half-step 
1n the bass provides, in the relatively large expanse of these ensuing 
measures, for the fantasy-like tonal wandering and instability that we 
have seen characterize the opening sections of Beethoven's earlier 
cadenzas. By reinterpreting the G-sharp as the Neapolitan in the bass, 
Beethoven exploits the opportunity for enharmonic conversion on the 
broad scale of the background bass structure~ Therefore the imitation 
at the opening of the cadenza a minor sixth above the tonic (m. 2) , 
represents in fact, a false entry: the E-flat in the right hand 1n m. 2 
avoids a move to D, which would have been the imitative sequel to the 
initial statement of the principal theme in the bass. Instead, this E-
flat behaves as a cover tone, its retention and subsequent combination 
with D-flat, facilitating the re-interpretation of the tonic bass note, 
G as the leading- tone to A-flat, the new tonal center: 
£..N. 
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In the journey from the A-flat, m. 3 to its desired goal A-natural 
1n m. 33, a distance more than the half the length of this cadenza , 
Beethoven then delights in a technique often encountered in his 
development sections - he inverts the motion of an ascending half-step 
to the descent of a major seventh (from G-sharp) or a diminished octave 
(from A-natural ) , by descending in thirds in the bass: 
One can easily trace this tonal route from from the A-flat 1n m. 4 to 
the A natural in m. 33. The brief prolongation of C minor, the medi ant 
of A-flat in m. 5-15, serves to temporarily obfuscate the true tonal 
motion of descending .thirds from A-fl.at in m. 16 to the first A in m. 
27. In m. 21, D-flat major becomes the pivotal link between the 
seemingly disparate tonal realms of A-flat major and A major, converting 
enharmonically to C-sharp 1n m. 25. The inner voice , F, the major third 
of the D-flat major in m. 21-24 shifts as well to an E-natural, the 
minor third of C-sharp, thus connecting C-sharp minor to A major, a 
diatonic mediant relationship within the local tonic, A, simply by 
connecting in passing motion by step on an applied dominant in first 
inversion, m. 26-27: 
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Nevertheless, Beethoven choses to avoid a strong arrival of A in the 
bass until m. 33; thus the A gets harmonized on the last eighth-note of 
m. 27 as an applied dominant of D, the subdominant within A leading to 
the "false" six-four cadence at m. 30: 
Tempo I Pocoso~1~ ..... -- ... I /II lf I I I I ,..-..._ # - ..... 
P' .. ·~·· 
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In the closing measures of this cadenza, in which the harmony 
twists its way from the A prolongation of m. 29-34 to the inevitable 
dominant, the mediant relationship of A and C-sharp asserts itself one 
more time : the bass- note A, established i n m. 33 as the tonal center of 
the principal theme from the solo introduction, ascends to C- sharp at 
the conclusion of fantasy-measure 36 . This ascent begins with A-sharp, 
which shifts to an inner voice in m. 34-35: 
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chromatically inflecting the diatonic A-natural that would have appeared 
had it been transposed from its original context at the concerto's 
commencement: 
The altered version of this theme intiates a drive away from its 
inherent tonal stability to further tonal wandering. Indeed once the B-
sharp, supporting a diminished-seventh chord, in m. 36, sweeps, in 
fantasy-like arpeggiations from the upper to lower reaches of the 
keyboard in contrary motion, most of us are nearly convinced as to the 
authenticity of the 6/4-5/3 resolution above the C-sharp at the 
conclusion of m. 36. Yet, had this C-sharp (in the bass) resolved to 
its intended resolution of F-sharp, it would have been a half-step shy 
of the true dominant! In the ensuing measures, however, the composer 
gets the last laugh, illustrating to the bewildered listener how far he 
was led astray by twisting and winding back towards the V of V through 
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inner-voice manipulation within the double trill. (With the 
advantageous perspective of analytical hindsight I show in the graph 
that the C-sharp functions as an embellishing chord to the A, which in 
fact had been prolonged from m. 33-41). The following occurs: the C-
sharp dominant seventh in m. 36, drops to A, the V of V in m. 41 through 
linear manipulations in m. 39 that form an applied dominant of A 1n 
inversion . Specifically, the inner-voice E-sharp from the previous 
measures converts to E-natural in m. 39, neutralizing the the upper 
momentum of the leading tone E-sharp, that would have resolved to the F-
sharp tonal area. Therefore, the C-sharp "dominant" seventh functions 
as a linear passing chord rather than an applied dominant, In this way 
Beethoven steers the final cadence back in the right direction to the 
dominant which asserts itself 1n the last eight measures of the cadenza. 
I reduce the voice-leading 1n m. 36-51 to the following: 
In summary, this brief cadenza can be divided into two nearly 
symmetrical halves: m. 1-32, in which the toni c ascends through the 
enharmonic equivalent of G-sharp to A the supertonic; and m. 32-51, 1n 
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which the supertonic, A, transforms to an A dominant seventh i n m. 41, 
despite the feint to its mediant, C-sharp, which ult i mately proves to be 
an embellishing harmony withi n the prolongation of A. It seems that the 
ascending aspect of melodic shape of the principal theme, G (F-sharp-
G)/G-sharp/A, can be seen to underly the harmon i c structure , wi th the 
addition of D, the final dominant of the cadenza. It can be detected as 
well on a local scale in the ascending chromat i c line connecting the A, 
1n m. 33 , with C-sharp in m. 36. 
At last we see that not only the melodic shape of the principal 
theme's chromatic ascent plays an architectonic role i n the harmonic 
structure of this cadenza; the prevalence of the major third in the 
network of mediant relat i onships is equally important - it appears 
starkly 1n the s i xth measure of the concerto, as the orchestra answers 





Ex. 3: Op . 58 Concerto Exposit i on 
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Conclusion 
This concise cadenza reveals improvisational elements of rapid 
change, tonal wandering, and probably most importantly, the caprice and 
humor exhibited in the final cadence. At the same time we note the 
trend of increasing control over compositional detail here, as we had 
seen in both cadenzas op. 37 and op. 58 no. 1, respectively. The 
parameters of what had once been freely written fantasy sections within 
the cadenza now betray increasing traces of organic, compositional 
process , a harbinger of Beethoven's next logical step in the evolution 
of his "cadenza" period. 
Chapter VI I - Summary 
From these extensi ve dissect ions of Beethoven's cadenzas, spanning 
op. 15 through op. 58, we can note consistent techniques through all 
cadenzas, as well as evolving characteristics that become refined within 
the progression from the lower to the higher opus numbers. This lat t er 
observation leads me to hypothesize that Beethoven composed these 
cadenzas in an order approximating the chronology of composition, though 
all probably appeared in the latter half of 1809. These analyses a l s o 
reveal the extent to which Beethoven exerts control over ev en the 
minutest details which permeate the fabric of the cadenzas, without 
sacrificing the sense of extemporization. Despite Beethoven's 
indebtedness to C. P. E. Bach, one has only to compare these cadenzas 
with the latter's keyboard fantasies; it becomes immediatedly apparent 
that Beethoven bridled the forces of wild abandon in Bach's work, 
forging a new synthetic approach 1n his cadenzas of composition and 
extemporization . Conversely, it is precisely the control of detail and 
pacing 1n Beethoven that set the especially dramatic moments of unusual 
harmonic movement into sharp relief, effectively guiding the listener 
into a hierarchy of musical events that take place within the course of 
the cadenza . The following summary of the findings of this study 





All cadenzas exhib i t a tripartite f orm. In op. 19, the unusually 
c lose correspondence between the first and third sections, make i t a 
standard ABA , while the remainder of the pieces seem to be a ki nd of 
ABC form, 1n which the A and C share tonality a t least, making the B t he 
principal contrasting section. As the opus numbers rise, I observe 
something like a general tendency away from the t hree-part structure 
toward the t hrough-composed fantasy. 
Thematic Design 
In all cadenzas the principal mus i cal idea domina t es the op en i ng 
and closing sections. The B sections in general include the use of the 
subsidiary themes which comprise either the second or the cl osing 
themes . More specifical ly 1n op . 19 , t he subsidiary of t he princ i pa l 
theme, 1C is cited; in op . 15 no. 2 the closing theme 1s dev e loped 
following a deceptive feint to the second theme group early on in the 
cadenza; and in op. 58 no. 2 t he version of the sol o opening of the 
concerto 1s recalled . In op. 15 no . 3, Beethoven expands the cadenza to 
include the c losing theme 1n the C section on the penultima t e domi nant. 
Subsidiary Theme Tonalities 
In each cadenza the subsidlary theme appears in a tonality other 
than the one it occupied 1n the body of the concerto . Interestingly, 
theme 1C in op. 19, appears in the tonic - B-flat, a lthough i t s or ig ina l 
appearance had been D-flat, the f l atted mediant 1n the exposition. The 
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Table 3: Subsidiary Theme Tonality 
Work by op. number Tonal position of subsidiary t heme 
op. 19 I 
op . 15 no . 1 flat III-Iv-v 
no. 2 flat-III / closing theme 
no. 3 flat- II (VI [vi] of iii) ' 
V/closing theme 
op. 37 v 
op. 58 no. 1 flat-III 
no. 2 II 
most unusual tonal plans result from the appearances of the subsidi ary 
themes on the flatted-supertonic in op. 15 no. 3, and the supertoni c in 
op . 58 no . 2 . 
Harmonic Structure 
As the chart above illustrates, thematic design and harmonic 
structure coal~sce at the subsidiary theme area, the harmonic and forma l 
point of bisection 1n the cadenza. In a general sense, one can see that 
Beethoven's choice of remote key for the statement of the subsidiary 
theme becomes the primary determinant of each cadenza's particul ar 
problems and solutions. In several cases I hypothesized that the choice 
of secondary theme tonality may have been governed by the relationship 
of motivic aspects of the principal theme and the bass structure, as 1n 
op . 37 and op. 58 no. 2. Op. 15 no . 3, the longest and most 
sophisticated structurally among the cadenzas synthesizes the use of 
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both the mediant and supertonic that appear individual ly in the other 
cadenzas as important structural po ints, by prolonging the Neapolitan 
tonality of the second theme within the higher structural level of the 
diatonic mediant minor. 
Except for op. 19, the other cadenzas can be seen as employing 
various approaches in prolongi ng the six-four at the cadenza ' s 
commencement, until its final resolution to the dominant. All the se 
solutions attempt to avoid the appearances of a prematurely strong 
dominant and/ or tonic, potential inhibitors of the cadenza ' s dramatic 
flow. The approach to the final dominant seems to undergo an evol ution 
within the cadenzas . In op. 19, the dominant resolves to the tonic 
before the cadenza's conclusion. The first two cadenzas for op. 15 
grapple with the issues of precisely when to introduce the dominant; 
Beethoven abandoned the first cadenza, in my opinion, due to the 
premature arrival of the tonic preceding further planned development of 
both principal and closing themes. In op. 37 the dominant appears as 
early as the second theme key area but reveals its status as the 
dominant seventh only at the cadenza's conclusion. In both op . 58 
cadenzas, the dominant is delayed through clever sleight-of-hand 
cadential manipulations. 
Improvisational Factors 
Of the three basic formal divisi ons in the cadenzas, the opening 
section conveys the greatest fantasy-like quality of free 
ex temporization . A review of the linear graphs will show that the 
274 
highest degree of modulatory activity occurs within the tonal space 
encompassed by the opening tonic six-four and the applied dominant of 
the B section subsidiary theme area. Furthermore, the first section 
contains the highest ratio of fantasy-measures, producing the sense of 
free-flowing motion. The remaining B and C sections seem 
compositionally developmental by comparison, or at least convey a sense 
of planned improvisation. 
The dramatic climaxes at the cadenza's conclusion usually convey a 
masterful sense of a logically intensified extemporization that propels 
the tonal motion to the penultimate cadence with a steady, careful 
pacing that heightens the drama of the penultimate dominant. 
Opening Gestures 
The commencement of op. 19 contains the unmistakable shape of a 
fugue subject while the first two cadenzas of op.l5 begin with 
sequential repetitions of the principal subject embellished by 
intervening scale passages. Beethoven seems to reconcile these two 
approaches in the remaining cadenzas, beginning with op. 15 no. 3 - by 
using imitation within sequential motion at the commencement of each 
cadenza, though clearly avoiding a strict fugal style. In its 
unwavering consistency the opening imitative statement of the cadenza 
may be the strongest and most easily discernable indicator of 
Beethoven's hand. 
The broad gestures of tonal motion in the bass reveal another 
consistent pattern as well - the ascending major third in the bass which 
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suddenly diverts to alternate tonal paths: this happens 1n op. 15 no. 2, 
op. 15 no. 3, op. 37, op. 58 no . 1, and op. 58 no. 2. 
Development Techniques 
As we have witnessed within the individual analyses of the 
cadenzas, certain techniques of motivic development assert themselves 
repeatedly, particularly in the B subsidiary theme section: 
a. motivic extension 
b. motivic diminution 
c. motivic fragmentation 
d. phrase expansion 
e. phrase compression 
Two specific techniques 1n the development of the subsidiary-
theme-group appeared in op. 19, and op. 15 no. 3. In both, the 
abbreviated second theme is repeated in the parallel minor before 
its subsequent extension and fragmentation. Within this process 
of fragmentation one can also see a specific technique in both 
cadenzas: the alternation of the diminuted fragment between both 




A common characteristic running through the cadenzas, though not 
including the first two op. 15 cadenzas, is the inclusion of various 
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types of cadential deceptions. Longyear refers to these as musical puns 
in which Beethoven delighted : "Many of his surpr ising modulations, 
tonal shifts, and unexpected resolutions of dominant harmonies can only 
be considered puns in music , with the same effect on the hearer".'' 
These techniques of deception , formerly restricted to the doma in of 
the keyboard fantasy about which C.P.E Bach describes in great de t ail,' 0 
Beethoven transfers wholesale into the keyboard cadenza. 
With the exception of op. 15, nos. 1 and 2 , the remainder of the 
cadenzas contain varied types of cadential deceptions procrastinating 
the arr ival of the final dominant. The cadential twis t to t he 
subdominant 1n the cadenza to op. 19, m. 44-45, const i tutes a rational 
deception described by Bach, although the insertion of an appl i ed 
dominant to the subdominant places it outside the purview of t he 
decep tive cadence to which we commonly refer. Table 2 summar i zes the 
most important places. 
Table 4: Deceptive Cadences 
Work Description Measure no. 
15/3 v - v 100-1 
37 i - V6 / 5 of iv 30- 2 
58 / 1 V7 of III - V6/ 5 of vi 35-6 
58 / 2 V7 of vi 1n II - V7 Of v 1n I 36-42 
1
' Lonyear / IRONY, p. 654 . 
' 0 Bach/ESSAY, chapter VII passim. 
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Enharmonic Changes . 
Beginning with op. 15 no. 3 (not including op. 19 or op. 15 no . 3 ) 
virtually each cadenza contains an enharmonic shift, the quintessential 
musical pun. Its double-meaning results from a given pitch's membership 
in two contrasting tonal domains , which enables Beethoven to extend the 
harmonic palette. What must strike any observer as odd, to say the 
least, is that whatever the key of the concerto, cadenza or passage 1n 
question , each cadenza contains, among several enharmonic shifts , at 
least one on the D-flat /C- sharp pitch axis! Perhaps this can be 
attributed to compositional habit; perhaps it strengthens the 
probability that the cadenzas originated within the same, relative.ly 
short, time period. C. P. E. can once again be seen as a highly 
probable inspiration for Beethoven, not only 1n regard to the use of 




58 / 1 
58/ 2 
Table 5: Enharmonic Shifts 






Second theme repetition 
Sequence in fantasy-measure 
Written as C# but functions as 
Db 1n long-range resolution 
Written as Db but functions as 
C# in long-range resolution 







' 1 Bach/ ESSAYS, p. 438. 
Sectionalization Using Temporal Contrasts 
Beethoven uses this aspect of the fantasy beginning in op. 37 , 
where he indicates different tempo markings at m. 15 - 15 - poco meno 
allegro resolute, and at m. 33 - presto. In the op. 58 cadenzas 
Beethoven combines the contrast of tempo markings with the shif t s of 
meter within the cadenza alternating between 6/8 and common time . I n 
the second op. 58 cadenza, the sectional contrast rece i ves further 
emphasis from changes in key signature. 
The Cadential Trill 
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Beethoven seemed to approach the final trill, the most recognizable 
gesture of the eighteenth-century cadenza from two extremes: in op. 19, 
he eliminated the trill entirely, which in this writer ' s opinion, migh t 
have been an attempt to blur the boundary between the cadenza and the 
disproportionately brief orchestral coda, so that the piano could 
compensate for musical deficiencies 1n the coda. In op . 15 no. 3 
Beethoven moves the trill back several measures from the normal juncture 
of piano solo and tutti; however, he introduces the format of a double 
trill surrounded by principal thematic material from below and above. 
This pattern then recurs in op . 37, in shape and form closely resembling 
op. 58 no . 1. In op . 58 no. 2 Beethoven takes this pattern to its 
logical limit by introducing it on the "false" cadential harmony while 
subsequently correcting it through manipulation of the inner voices 
comprising the double trill. In addition, the trill becomes extended in 
length, heightening the dramatic delay until the return of the 
orchestra . 
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Performance Aspects of the Seven Cadenzas 
I believe that of the seven cadenzas, only the first cadenza to op. 
15 should not be performed, obviously because of its incomplete state. 
Even though attempts to complete the cadenza can result in an 
enlightening exercise, the ultimate goals will prove fruitless, no t only 
because of the difficulties inherent in attempting to recreate 
Beethoven's authentic style, as I tried to demonstate in my discussion 
of Cone's completion, but most importantly, in this writer ' s opinion, 
the fact that Beethoven abandoned this cadenza intentionally due to 
structural flaws negates the need for its completion. 
If given the choice, the third cadenza for op. 15 proves to be 
superior to the second. I disagree with objections to the deceptive 
cadence at m. 100 in the third cadenza, actually one of the most amusing 
and daring musical passages in all the cadenzas. The second cadenza i s 
a better choice if one prefers brevity, but its pecularities make one 
wonder if Beethoven would have performed it himself. If one does opt to 
perform the second cadenza to op. 15, I would suggest an editorial 
correction of the last bass eighth-note from the D 1n both the Breitkopf 
and Hartel and Bonn editions to C, which exists in the autograph 
facsimile . 
Postscript 
The third cadenza of the op. 58 group marks a radical r eturn to the 
eigh t eenth-century cadenza , where 1n a brief, eleven-measure 
interpolation the si x- f our chord is prolonged, citing the pri ncipa l 
theme brief ly. Other than the conc lud i ng do uble tril l, none of the 
features of this cadenza resembles Beethoven 's earlier expans ive models. 
If anything, it approximates both 1n size and substance t he short 
Eingang-type cadenzas that appear in the rondo mov ements of Beethoven ' s 
concert os. Its compact eleven measures actua lly seem meager even 
compar ed to Mozart's typical cadenzas which are on average at least 
twice as long: 
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Ex . 1: Beethoven Cadenza Op . 58 No. 3 
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One cannot help wondering whether this sudden return to the short 
cadenza of op. 58 might somehow have been related to Beethoven ' s 
decision to integrate a concise, eleven-measure cadenza directly into 
the score of the fifth concerto, completed in the same year of 1809. 
The infusion of cadenza-like elements into the musical fabric of the 
entire first movement of the "Emperor" concerto , combined with this new 
watershed solution of the cadenza's integration within the movement 
itself, seems to me to a logical step within the evolution of 
Beethoven's thoughts about the nature of the cadenza, which he committed 
to paper in this important year: 
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Ex. 2: Beethoven Written-in Cadenza Op. 73 
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Although many interpret the musical passage at m. 495 as part of 
the cadenza, which is joined by the orchestra at m. 502-503, I would 
suggest interpreting the second theme section 1n E-flat minor as the 
piano actually beginning the coda, which is later joined by the 
orchestra. That the dominant trill 1n m. 491-494 comes at the 
traditional place reserved for the cadenza's conclusion, in addition to 
the fact that Beethoven had never before in his cadenzas cited the 
second theme in its original key, as he has here in m. 495 - the tonic 
minor, lead me to the inescapable conclusion that this innovation in the 
fifth concerto 1s yet another mainifestation of Beethoven's enjoyment of 
the deception technique. 
This blurring of the clear dividing line between cadenza and coda 
1n the fifth concerto appears to be a logical outgrowth of the 
compositional development beginning with op. 37, where the piano's 
increasing role in the orchestra's coda itself, combined with the 
structural compatability of cadenza and coda lead to an increased 
sharing of compositional material between piano and orchestra. The 
improvisational character of the earlier cadenzas now becomes integrated 
within the expanded 568-measure first movement of the fifth concerto, so 
that the traditional place reserved for the cadenza does not demand t he 
full-blown solo piano wanderings of the earlier concertos. The 
innovations of the fifth concerto contain important implications of the 
development of the piano concerto and the cadenza in the nineteenth 




I hope to have demonstrated in the course of anal yzing Beethov en ' s 
cadenzas which he supp li ed for his own concertos, the deve lopment of 
Beethoven's compositional approach towards the cadenza , and 
concomitantly their relationships with the devel opment of the concertos 
themselves. 
The tremendous expans1on of the cadenza from its previous role in 
the eighteenth century as a brief interpolation on the six-four chord to 
a self-contained tripartite form , can be understood in light of the r ol e 
that the keyboard fantasy played in Beethoven's conception of the 
cadenza. As I pointed out in the introductory chapter, Beethoven ' s 
studying of C. P. E . Bach ' s Versuch in the summer of 1809 may have 
influenced his conception and execution of this newly expanded form 1n 
the same year that saw the composit i on of the Fantasie, op.77 , and the 
Fifth Concerto. 
Most importantly, the results of these analyses wi ll hopefully shed 
light on Beethoven the improvisor, who consistent with the accounts that 
we possess of his extemporization at the piano, could so successfully 
combine the dramatic freedom of virtuoso flights of fantasy with the 
most staggeringly complex array of developmental techniques. Indeed 
this symbi osis of emotion and logic, freedom and disc ipline underlies 
all the creation of one of the greatest musical figures in the history 
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Kadenz zmn ersten Satz des Klavierkonzerts Nr. 2 




(I I _h~ .._~ r~f· t=~ ... 
l::(j 
_J~ 
t) ... r -,; • 
1 •*.ct c::.c. 1-F-~!~ ~ 1 ~ ~~ ~- .. f~)·•4·-~-- · -- - ~ ...... r 
ll 
a··················-·····: 
.... ~~~z;~ . ...... ~',~=~ 
" ~ I p=::o.==: 






Following m. 17 in the cadenza for op . 37 there is a one-measure 
discrepancy between the older Breitkopf & Hartel and the recent Bonn 
edition due to the latter's reading of the autograph which includes a 
barline 1n the long fantasy-measure. Although I analyzed the cadenza in 
the older edition I include the Bonn edition here 1n the append i x 
because of its clear layout and printed measure numbers . 
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